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PREFACE 


There has long been a need for a sharp, clear, wise textbook 
which would once and for all codify and delineate that elusive 
procedure known as jazz improvisation. Of course, no improvi- 
sation can ever be explained down to its roots; therein lies the 
mystery and joy of spontaneous creation. And any improvisa- 
tion will vary greatly in proportion to talent, mood, colleagues 
and endless personal factors. 


Still, there is a basis to improvisation of any kind: a coupling of 
traditions and techniques. And that basis can be explained, 
difficult though it may be. I suppose it is this difficulty that has 
prevented such a book from having been written heretofore; 
but at last there is a Johnny Mehegan who has the ability to do 
it. He has that peculiar combination of abilities which is abso- 
lutely necessary for such an endeavor: academic and scholarly 
knowledge (and insight and interest), plus an immense prac- 
tical knowledge (and insight and interest) born of long years 
of simply doing it himself and teaching others to do it. I am 
proud to be able to write this preface to what I am sure will be 
a highly important and valuable publication. 


Leonard Bernstein 


INTRODUCTION 


This book is an attempt to describe the process that occurs when a 
jazz musician improvises. This process is not a mysterious and esoteric 
rite arbitrarily enacted without discipline or precise knowledge. Rather, it 
is a concise application of logical and comprehensible musical concepts, 
which attains amazing heights of expression when utilized in conjunction 
with a trained and imaginative talent. 

To do anything well, some intuitive knowledge of the material at hand 
is required; this intuition we often call talent. But talent without knowl- 
edge and hard facts is nothing. Talent does not need to be described; 
the facts do need to be set forth and that is the function of this book. 

This book analyzes the basic musical facts utilized by every jazz 
musician from Buddy Bolden to Dizzy Gillespie. These facts, strangely 
enough, can be expressed in the eternal trinity of all music (1), Melody; 
(2) Harmony; (3) Rhythm. 

1. Melody. Each jazz generation develops its own repertoire which 
best suits its own specific ideas of rhythm (time) and harmony (chord 
changes). The melodies referred to in this book are more adaptable for 
modern interpretation. However, the basic materials of this book are adapt- 
able and essential to all jazz styles. 

2. Harmony. Jazz harmony is diatonic or major scale harmony found 
in the mainstream of classical music from 1600 to 1900. In other words, 
jazz harmony 15 classical harmony following the identical rules and con- 
ventions found in a Bach fugue, a Mozart sonata, a Brahms rhapsody. 

The confusion in this area has resulted from the single fact that jazz 
musicians have, by nature, been gifted people whose sole concern has been 
to play and to leave it at that. Analyses and descriptive material have been 
avoided by jazz musicians and have, in general, been left to popular theorists 
who possess little insight into the real structure of the music. 

When the need to communicate with each other arises, or on being 
pressed to describe the process of their music, jazz musicians have turned 
to the makeshift spelling of lettered chords found in sheet music as a means 
of expression despite the fact that chord letters can offer only a careless 
approximation of what occurs in a musical function. Today, this makeshift 


Pp———— > 


knowledge is not enough to meet the theoretical and technical levels exist- 
ing in jazz. The young jazz musician can no longer leave the basis of his 
knowledge to such idle devices as have prevailed in the past. 


The use of chord letters among musicians may seem strange when one 
considers that an organized method of spelling any musical function has 
existed for some two hundred years — Figured Bass. This is the first serious 
attempt to apply figured bass to jazz. Using figured bass, the jazz musician 
can for the first time correctly and completely indicate his music with 
precision. An irony here is that the jazz musician plays out of one ear and 
talks out of the other. No jazz musician thinks of lettered chords when he 
is playing; he hears interval steps based on the distance between one chord 
and another. Distance can best be described by number. In other words, 
the jazz musician plays by the natural system of figured bass. In describing 
this music, it is reasonable that the same system should be used. 


For instance, in the problem of transposition and modulation so im- 
portant to the jazz musician, letters break down completely because they 
can refer only to one key at a time. Of course it is possible to work out 
twelve spellings for the twelve keys, but with figured bass one spelling 
using numbers can be used for twelve keys, since the relationships in one 
key obtain for all other keys. 


This symmetrical system of relating the keys to each other must even- 
tually be adopted by jazz musicians as a means of meeting the increasing 
demands for communication and teaching. Top jazz musicians today ac- 
knowledge the need for this new language as a means of bringing jazz into 
the family of the arts on a permanent and secure basis. 


8. Rhythm. This is a projected four-volume series in which we will 
learn first what to do (tonal) and then how to do it (rhythmic). Book II 
will trace the history of the improvised line (the heart of the jazz matter) 
from 1900 to the present day. Specific examples will enable the student 
to develop his own sense of lineal harmony. 

It is in the area of rhythm that the jazz musician has made his most 
magnificent achievement. It is these rhythmic qualities that have en- 
chanted people all over the world and have become the universal symbol 
of the sound of jazz. 


There is no counterpart in classical music for the unique rhythmic 
elements in jazz. This combination of rhythmic elements can best be 
described as a form of florid counterpoint involving three levels of time 
played simultaneously: 

Eighth-note— first level; 
Half-note—second level; 
Quarter-note—third level. 

Here is the catalyst that converts conventional harmonic elements 
into the excitement of a jazz performance. The function of this book is to 
explore fully the tonal material which forms the basis for this rhythm. 

Problems of style are beyond the scope of this volume and will be 
treated in Volumes I, III, and IV. 

In writing this book, the author has kept in mind the large cross 
section of the musical public which has comprised his students for over 
twenty-five years—professionals, aspiring semiprofessionals, dedicated 
amateurs and the Sunday pianist. All have experienced the need to sup- 
plement their talents with an orderly body of musical facts. 

There seems no point in deprecating previous attempts to assess 
these facts. Two streams of endeavor have been pursuing slowly con- 
verging lines of activity for the past twenty years—the improviser on the 
one hand, the theorist on the other. Until recently, these two factions 
have trod their separate paths, often with mutual hostility and certainly 
with misunderstanding. 

Today the art form has evolved to a point at which the improviser 
and the theorist can calmly exchange their views. 

"Popular" piano methods are completely outmoded in terms of 
modem music. Most of these methods are based upon antiquated rag- 
time concepts (swing bass) that have no resemblance to the realities of 
piano as it is played today. This book is an initial attempt to bring to all 
who love jazz some understanding of the beauties of this great art. 

It is hoped that this book will be a further contribution to the grow- 
ing literature of jazz which already bears witness to its significance as a 
vital art form. 

The author wishes to express his indebtedness to the following 
whose efforts in behalf of the revised edition of this book were so valu- 
able: Els Sincebaugh, Linda Pomerantz, Robin White Goode, Ginny 
Croft, Ellen Greene, Richard Grossman, Clarence Foy, Richard Rodgers, 
Dr. Albert Sirmay, Paul Rosen, Norman Monath, George Elber. 


SECTION I 


LESSON 1. 
The Scale-tone Seventh Chords 


The harmony of popular music and jazz is based on the diatonic or 
major scale (Fig 1). Each of the twelve scales is a frame forming the 
harmonic system. 


Fig. 1. Scale of C. 


Ss 


Diatonic harmony moves in two directions: Horizontal (Fig. 1) and 
Vertical (Fig. 2). 


Fig. 2. 


By combining these two movements using the root (one), third, 
fifth and seventh, we derive the scale-tone seventh chords in the key of 
C (Fig. 3). 


Fig. 3. 


ІП ا‎ iv у УІ уп I 


Chords of less than a seventh are insufficient for jazz; chords of 
more than a seventh will be treated in Volume IV. 


Fig. 4 illustrates the scale of C, Fig. 5, the scale-tone seventh chords 


In extreme conditions of register disorientation, the student may be 
in the key of С. 


forced to move the melody up an octave and leave the middle C area to 
the left hand. 


In two-handed drill, the right hand appears in the octave immediately 
+------ а | سک‎ 
= Е э Ф 


Fig. 6. Scale of F — Scale-tone seventh chords. 


Fig. 5. 


In Figs. 3 and 5, the scale-tone seventh chords are derived by com- 
bining the following tones of each scale: 


Fig. 4. 


H 
H 
5 
< 
8 
8 


І 


Сновр SCALE-TONES à 

I 1857 f Fig. 7. Scale of D — Scale-tone seventh chords. 

п 2461 

IH 3572 

IV 4613 4 

У 5724 

VI 6135 

VII 7246 

Ne PERI, Ge МИЛЕДИ, атеиста NEUES | 
1 п ш IV V м УП I 


The ideal register for the bottom notes of these chords in the left 


hand is as follows: 
еше 


Bass line motion and the register requirements of melodies will 
sometimes force the left hand down to low G (see below). 


Fig. 8. Scale of Bb — Scale-tone seventh chords. 


Fig. 9. Scale of A — Scale-tone seventh chords. 


Fig. 10. Scale of Eb — Scale-tone seventh chords. 


Fig. 11. Scale of E — Scale-tone seventh chords. 


ІП ш у v УІ ҮШ 1 


Fig. 13. Scale of B — Scale-tone seventh chords. 


NOTE: It is important for the student to deal with the spelling of both Figs. 
15 and 16. 


DRILL: Practice the scale-tone seventh chords in the twelve keys — both 
hands. 

During this period of his development the student should strive to keep 

his eyes on the keyboard rather than on the printed page. 


LESSON 2. 


Intervals 


Intervals represent the distance of one scale-tone to another. Fig. 1 
illustrates the intervals in the scale of C. 


Fig. 1. 
C to D is a Second 
C to E is a Third 
C to F is a Fourth 
C to G is a Fifth 
C to A is a Sixth 
C to B is a Seventh 
C to C is an Octave 


Intervals fall into two groups: Primary — 4th, 5th, 8th; Secondary — 2nd, 
8rd, 6th, 7th. 

If a Fourth, Fifth or Octave falls in the scale of the Root, it is Perfect (P) 
(Fig. 2). 

If it is lowered — Diminished (o) (Fig. 3). 

If it is raised — Augmented (+) (Fig. 4). 


Fig. 2. Fig. 3. 
é Ф Ф ہے‎ é Ф Ф Se 
ра PSth РЕМ o4th o5th oBth 
Fig. 4. 


+4th «5th. egth 


If a Second, Third, Sixth or Seventh falls in the scale of the Root, it 
is major (M) (Fig. 5). If it is lowered — minor (m) (Fig. 6). 


Fig, 5. Fig. 6. 
Е ي‎ 
M2nd M3rd Móth M'"th m2nd 3га móth mith 

Symbol key: P — Perfect 

о — Diminished 

+ — Augmented 

M — Major 

m — Minor 


These rules apply to all twelve scales. Fig. 7 illustrates the scale-tone 
seventh chords in the key of C. 


Fig. 7. 


1 U n IV V VI wo I 


By applying the interval rules, we derive the following combinations: 


Based on the scale of C, the I chord contains M3, P5, M7 
Based on the scale of D, the II chord contains, m3, P5, m7 
Based on the scale of E, the III chord contains m3, P5, m7 
Based on the scale of F, the IV chord contains M3, P5, M7 
Based on the scale of G, the V chord contains M3, P5, m7 
Based on the scale of A, the VI chord contains m3, P5, m7 
Based on the scale of B, the VII chord contains m3, o5, m7 


NOTE: The student should be careful not to confuse the "key" of C with the 
“scales” of C, D, E, Е, С, A and B used to determine the intervals for 
each chord. The chords belong to the "key" of C; their intervals are 
determined on the basis of the major "scale" of each root. 
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We have seen how this is applied to the key of C. It is сл trus in 
all keys. Thus, in all keys: 
Сновр 


| 


«a5H"7 
ЕБЕР 
ввжювв ке 
O "d "d "d "d МУ "du 
BHB ZEB EAE 


DRILL: Continue to play the scale-tone seventh chords in 12 Ке: t4, му 
interval steps in 12 scales (as in Fig. 1). Memorize inte: +4} суду. 
binations for each scale-tone seventh chord. 


LESSON 3, 


Chord Qualities 


We may now proceed to the chord values or qualities formed ',, the 
interval combinations in Lesson 2. 

The following outline illustrates the interval combinations, theis мо с 
position and chord qualities for all twelve keys. 


COMBINATION PosrrioN Ослиту 
357 
MP M I, IV Major Seventh Chord 
M P m У Dominant Seventh Chord 
m P m 11, Ш, VI Minor Seventh Chord 
mom VII Half-diminished Seventh Chosd 


In other words, in any key 
The I chord is always Mayon 
The II chord is always minor 
The ІП chord is always MINOR 
The IV chord is always MAJOR 
The V chord is always DOMINANT 
The VI chord is always мгчов 
The VII chord is always HALF-DIMINISHED 


There is one chord used extensively in jazz harmony which does not 
appear naturally in any key — the diminished seventh chord. This chord 
may be formed at any point on the keyboard by building an interval 
combination of m3, o5, o7. The o7 interval is lowered twice from its 
scale position and is written in Fig. 1, as a M6 for convenience. 


Fig. 1. 


Co Fo Go 


We now have the five qualities or kinds of chords necessary for jazz 
harmony. The following table is the complete Quality Series with the 
interval combinations: 


INTERVALS QUALITY POSITIONS QUALITY 


357 

MPM I, IV Major Seventh Chord 

МРт V Dominant Seventh Chord 

m Pm Il, VI Minor Seventh Chord 

mom VII Half-diminished Seventh Chord 
mo o Diminished Seventh Chord 


DRILL: Thoroughly memorize the qualities of the scale-tone seventh 
chords. Memorize the interval combinations for the five qualities. 
Practice the scale-tone seventh chords in 12 keys — both hands 
— in the following patterns: 


П-ҮУ-І. 
I-VI-H-V-I 
I-IV - VI - Ш-УІ-П-У-І. 
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LESSON 4. 
Altered Scale-tone Seventh Chords 
Symbol key: 
datar: M — Major Chord 
x — Dominant Chord 
m — Minor Chord 


$ — Half-diminished Chord 
o— Diminished Chord 


Jazz harmony is extremely chromatic and it is important to be able 
to build any quality at any point in the scale. This requires altering from 
one quality to another. The following table describes the Alteration Series 
from the four natural qualities (M, x, m, $). 


M а tv) 
b7 b3 58 58 
[7 b5 b5 
b7 bb7 
x m $ о 
х (у) 
#7 b3 рз [3 
[5 [5 
b? 
M m $ o 
m (и ut vi) 
15 $8 b5 ђ5 
#7 | 
M x о 
% (уп) 
43 ӛз 15 b? 
#5 $5 
#7 
| я а 


The first group of this series reads as follows: 
To alter a Major chord to a Dominant — flat the seventh; 
To alter a Major chord to a Minor — flat the third and Bat the seventh; 
To alter a Major chord to a Half-diminished chord, flat the third, flat 
the fifth and flat the seventh; 
To alter a Major chord to a Diminished, flat the third, flat the fifth and 
double-flat the seventh. 
The remaining series read in the same manner. The symbols for these al- 
terations are as follows: 
I means I Major (understood); 
Ix means I Dominant; 
Im means I Minor; 
1% means I Half-diminished; 
Io means I Diminished. 


These chords are illustrated in Fig. 1. 


Fig. 1. 


DRILL: Practice the following alterations in 12 keys: 


Ix - Im - I$ - Io ИМ - Их - Пф - По 
ШІМ - IIx - ШФ - Шо IVx - [Ум - IV¢ - IVo 
УМ - Vm - V¢ - Vo VIM - уж - У - Мо 
VIIM - VIIx - VIIm - VIIo 


LESSON 5. 


Chromatic and Altered-chromatic Scale-tone Seventh Chords 


Any scale-tone chord may be raised or lowered chromatically by sharp- 
ing or flatting each note in the chord one semitone (m2). Thus, in Fig. 1, 
П in the key of C can be raised or lowered by simply indicating #1 or pII. 
Since П in any key is Minor, #11 and ЬЦ will also be Minor. 


Fig. 1. 


It is also possible to alter any scale-tone chord before raising or lower- 
ing the chord. Thus, Fig 2 illustrates: 


Fig. 2. 
П in the key of C Il in the key of C рх in the key of C ЖІК in the key of C 


Fig. 3 illustrates: 
V in the key of C Уф in the key of С руф in the key of С $$ in the key of C 


The devices of Chromaticism and Alteration are essential to jazz har- 
mony and must be thoroughly mastered by the student in all 12 keys. 


DRILL: Play the following chromatic scale-tone chords in 12 keys: 
اپ‎ - pII - git - pI - ру - $V - БМ - УІ - БУШ 


Although #V and БУТ appear on the same tone, their quality will vary 
since V is dominant and VI is minor. On the other hand, #П and И will 
be of the same quality since both II and Ш are minor chords. 


Play the following altered chromatic scale-tone chords in 12 keys: 
Пк - #По - Мих - „Шо - #Гуш - #ГУо - руш 
руф - #Vo - pVIx - БУТ - #VIo - рУШх - pVIIm - БУПо 


LESSON 6. 
The Sixty Chords 


Jazz harmony utilizes five qualities. We have learned in Lessons 4 
and 5 that these qualities can be applied at any point on the keyboard. 
There are twelve tones in the octave, each capable of supporting the five 
qualities. Thus, jazz harmony employs a Sixty Chord System. Fig. 1 illus- 
trates these sixty chords. 


m 


Fig. L* The Sixty Chord System. 


DRILL: Practice the five qualities on twelve tones with both hands. These 
series should be played without constant reference to the printed 
page. The student must develop automatic knowledge of the key- 
board on three levels: 1. Muscular (hands); 2. Visual (eyes); 
3. Auditory (ears). 


Jazz playing must be done without reference to written music; learning 
the sixty chords automatically is the first step in this development. 


КОТЕ”: Transferring to sharps on m, ¢ and o 
Cim belongs to B, А а — 


да. for ease in "spelling" these chords. Also, 
to 
Сто belongs to no key but i 


D — a sharp key; 


SECTION II 


LESSON 7. 


Key of C 


sixty chord system to 
Fig. 1 is a model of the 


wed. The melody (an original melody) has been trans- 
music to manuscript paper leaving a bass clef for the 


Е 

з} 

3% 

2 

БР 

oz 

23 

E 

5114 

M 

54.44 

РЕЗ 
HERE 


One chord to a bar indicates that the chord is held for four beats. 

Two chords to a bar indicates that the first chord is played on the 
first beat, the second chord on the third beat. 

Three chords to a bar are accompanied by wedges (see Fig. 2) indicat- 
ing best values. 

Four chords to a bar indicates that each chord falls on one beat in the 
measure. 


Fig. 2. 


ж ии 
I nm 


SusPENSION. The dominant and minor chords are occasionally suspended 
for purposes of melodic adjustment or harmonic suspense. The suspensions 
are easily made and affect the dominant and minor chords as follows: 


Сновр SUSPENSION SYMBOL 
x sharp third үз Fig. 8 
m double-sharp seventh ии Fig, 4 
m sharp seventh 11: 28.5 
Fig. 3. Fig. 4. Fig. 5. 
vits nde uf? 


The minor suspension may involve only the sharp seventh (Fig. 5) or 
both (Figs. 4 & 5). 

ba dede suspension is known generally as the Eleventh chord. 
It often appears in sheet music as the suspended fourth. 


Аррер ×س5‎ CHORD. The major and minor chords employ the Added Sixth 
either for melodic adjustment or for a feeling of finality. In either case, 
the seventh is omitted and the major sixth of the scale of the root is added 
to the three remaining tones (see Fig. 6). 


کک 


1+6 yy t6 


Fig. 6. 


The student should be aware that the following copyrighted tunes 
appear with a title and a chord chart. Any reproduction of the melodies 
of these songs is strictly forbidden by copyright law. 

It should be noted that the author is not allowed to reproduce mel- 
odies for the songs appearing in this and successive volumes. The stu- 
dent must have access to sheet music, folios, or “fake” books in order to 
structure the lessons properly. 


Fig. 7 is a bass line for "Fools Rush In." Transfer the melody from 
sheet music to manuscript paper using alternate staves so that the Roman 


numerals (bass line) may be added beneath the melody, as in Fig. 1 of 
this lesson. 


Fig. 7. 


из ци / IL IVo / Шу VI / H / px / ту glo / W/V! / 
ІЗ“ / VI / ще Ux / VI po / I / V IV Ш ку 
п ци / IL IVo / WE / VI из пиуц уу руш / 
Vix / I II / IVm рух / HI / VI / I1 / у: It / те у 
FOOLS RUSH IN—Words by Johnny Mercer, Music by Cus Kahn 


© 1940 (renewed) Матег Bros. Music Corp. All rights reserved. 
Used by permission. 


LESSON 8. 


Key of G 


The following is a bass line for "Nice Work if You Can Get It.” Trans- 
fer the melody to manuscript paper, as in Lesson 7. 


Шх рх / Wx pik / I** IVx / Uk jio / ш VI / 
II III / IV ** уз / I** / Пк рх / Ux pllx / I+* IVx / 
Hx фПо / ш VI / II HI / IV +¢ vis / I t*/ VI** / Im IVx / 
VI?! VIF" / VI pVIx / Vm ** ШФ / VI Ilx / II III / IVm V** / 
Пк pix / Ш px / I** IVx / Ik 0 / 
HI VI / H II рух Vix / ПУ site / I+ yy 
NICE WORK IF YOU CAN GET ІТ--Сеогве Gershwin and Ira Gershwin 
© 1937 by Chappell & Co., Inc. © renewed. 


Intemational copyright secured. All rights reserved. 
Used by permission. 


LESSON 9. 
Key of F 


The following is a bass line for “I'm Glad There Is You.” Transfer the 
melody to manuscript paper, as in Lessons 7 and 8. 


I / 1 / Im / Im / Пу IVo / HI pik / II pix / I Пу Ш ро / 
пе Па / I V / pVIIx** / Vix / IL V / Vm pV / IV / IVm руш / 
I IV / Vilm рух / VI** VI" / VI Шо / Пур / I / I / Im / 
Im / II*5' ци уй IVo / Шә / pik / циен pet 
П ры / 1+• / 1% уу 
Б Rd UD THERE ара This World of Ordinary People)—Words and Music by 

€ 1941, 1942 Morley Music Co. © renewed 1969, 1970 Morley Music Co. Interma- 


tional copyright secured. All rights reserved. 
Used by permission. 


LESSON 10, 


Key of D 


Since learning to play in twelve keys is so important to jazz improvis- 
ing, and since the scale-tone seventh chords are as applicable in one key 
as another, the only thing to be transposed is the melody. Lessons 10, 12, 
14, 16, 17, 18 and 19 involve transposition of the melody from one key 
to another. Failure to transpose these assignments can only prevent the 
twelve key facility that is necessary. It is impossible to find sheet music 
of possible jazz tunes written in these keys and, as a result, the transposi- 
tion technique must be used. The student must keep in mind that avoiding 
this transposition does not affect the author — it will be the student’s loss. 

Melodic transposition is best achieved by numbering each melody tone 
indicating its position in the original key (see Fig. 1); then transpose their 
aoe positions to the new key maintaining the time values (see 

ig. 2). 


Note that melody tones appearing out of the key signature are indicated 
by adding % or ђ to the number. Figs. 1 and 2 illustrate this treatment to 
a fragment of the melody appearing in Lesson 7, Fig. 1. 


Fig. 1. 


Fig. 3 is a bass line for “Misty.” The sheet music appears in Eb. 
When transferring the melody, it must be transposed to D major. (See 
explanation above.) 


Fig. 3. “Misty.” 


pick-up 


bIIx’5 // I VI / Vm Ix / IV / IVm bVIIx / Ш VI / H V / bVIIx УК / 
IIx Воз / I VI / Vm Ix / IV / IVm 5VIIx / HI VI / 11 bIIx / I*5 £I / 
156 VI / Vm??? Vm?? / Vm bV / IV Vm / VI H / bVm Vik / 
bVm IVx**5 / III БИК / II bHx*5 / I VI / Vm Ix / IV / Vm bVIIx / 


HI VI / 11 V / bVIM bVIIx / 19 / 


MISTY—Lyrics bv Johnny Burke, Music by Erroll Gamer 
© 1955 (renewed) Vernon Music Corp. All rights administered by Warner Bros. 
Music Corp. All rights reserved. 
Used bv permission. 


The following table identifies the proper spellings of the inversions 
appearing in Lessons 11 through 19. 


MAKESHIFT SPELLING IDENTIFICATION 
Lesson 11: ше? упа 
ver IIbé 
11223 vii 
Lesson 12: [VFR УІ, 
Lesson 14: 1858 ПІ, 
Lesson 15: уста VI, 
VII? II, 
Lesson 17: 128 үр 
Lesson 19: Гусев VI, 
VII2R ПА 
үрен h 
LESSON 11. 
Key of Вр 


The following is a bass line for “Ill Wind,” in Bh. Transfer the melody 
to manuscript paper, as in previous lessons, 


see note 


1-6 IV / VIL Wx" / Ш Vix / IVm bVIIx / III VI / ПфІУф/ ПЕ / 
bIIIx / II / bIIx / 1*5 IV / VII Их" / III VIx / IVm bVIIx ИШ VI / 
Пф blix / 5 / 21:6 / 1 / IV / Wx ш? / Vo У / III Vix / 
Ш Vix / Шх ШЕ / Vo V^? иШ Vix / Ud bllx / I IV и 
VII Ш / Ш Мк / IVm bVIIx / Ш VI / Пф БИ / 156 VIIx / 


bVIIx VI / bVIx*5 V / Бу IV“ / ПЕ پر 1*6 / ور‎ 


и WIND (You're Blowin' Ме No Good)—Words by Ted Koehler, Music by Harold 


en 
© 1934 Mills Music, Inc. € renewed 1962 Arko Music Corp. 
Controlled outside the United States by Mills Music, Inc. All rights reserved. 
Used by permission. 


LESSON 12. 
Key of A 


The following is a bass line for “Moonglow.” Transfer the melody to 
manuscript paper. The sheet music appears in С. The melody must be 


transposed to A major. 


IV / туш pVIlx / Ш VI / IHx** / пе пу при / 
түзік руо / 1 + № туға / IV / Wm!" рук / УІ / 
пазе у 11:٦٦ I8" / II рх / Гуна pVo / гүш + gio У, 
ву vik р / Vix / Ш Vix / VE / Us / I V / Vm Ix / 
IV / IVm** УШ / Ш VI / Их / II55* ПИ piky 
1۷:٥۶ pVo / IVm** gio гуа " 

MOONGLOW-—by Hudson, DeLange, and Mills 

© 1934 


Бу Mills Music, Inc. © renewed. All rights reserved. 
Used by permission. 


LESSON 13. 
Key of Ep 


The following is a bass line for "The Man I Love.” Transfer the 
melody to manuscript paper. 


Ту Im / Шу ых / Пу ру Шш ыы / пик / 
Ту Im / Шфу pix / We / к / I** 41 / ٭+1‎ рук / 
VI + руф / Үш рук / VÍ pvo Уб / Dlx рүш / VI ** руф / 
VIlx Шх / Ш рх / п piix / I / Im / Шу рШх / Ib / 
plx / 1%“ pVIx / It* / 

THE MAN I LOVE—by George and Ira Gershwin 


h 
© 1924 New World Music Corp. (renewed). All rights reserved. 
Used by permission. 
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LESSON 14. 


Key of E 


The following is a bass line for "These Foolish Things." Transfer the 
melody to manuscript paper, transposing from Ep to E major. 


те VI / I pllx / тн VI / H V / Vm pV / IV glo / 
Hx / H plik / те VI / I pix / тн VI / HV / 
Vm $V / IV #0 / I pix / I** Үк / ШЫҚ / 
руф VIlx / IH IFR / рп Im? / Уша IH / VI Ik / 
ш piix / п pix / I** му H piik / те VI / 
П V / Vm $V / IV glo / П plx / 1+۰ y 


THESE FOOLISH ТНІХС5--Һу Strachey, Link, and Marvell 
© 1935 by Boosey & Co. Ltd., Landon, England. © renewed. All rights for the 
United States and Canada assigned to Bourne Co. 
by permission. 


LESSON 15, 


Key of Ab 


The following is a bass line for “Spring Is Here.” Transfer the melody 
to manuscript paper. 
bVIx / Туға / руф IVx / HI VI / Vm Ix / IVm bVIIx / 4٭111‎ БИК / 
H bHx /I iD / HI VI / H VII*" / VIIx*5 БУПх / МІ527 VI? / 
VI Туған / ШІ pVIx / H V / БУК / Туға / руф IVx / HI VI / 
Vm Ix / IVm bVIIx / Пф bHIx / И БИХ / I 11 / 111 VI / БП БУ / 
II IVe / 111 VI / H bllx / 1757 I*5 7 


SPRING 15 НЕВЕ Бу Lorenz Hart and Richard Rodgers 
€ 1938, renewed 1966 Robbins Music Corp. All rights administered by CBS Songs, a 
Division of CBS Inc. All rights reserved. 
by permission. 


The author would like to acknowledge the harmonic innovations of 
Bill Evans in the above chart. 


LESSON 16. 
Key of B 


The following is a bass line for "Just Friends." Transfer the me lody 
to manuscript paper, transposing from G to B major. 


pick-up 


pV // IV / IV*5 / IVm 7 bVIIx / III / VI / biH / БУ /H / У / 1 / 
V] / Их / Hx 7 11 V / Vm БУ / IV / 1۷+۹ / IVm / bVIIx / Ill / VI 7 
ЫП / bVIx / 11/۷ / VH 1х / VI МЕ / Hx / H blix / 1:5 / |۰۶ پر‎ 


p FRIENDS— Words by Sam M. Lewis, Music by John Klenner 
1931 Metro-Goldwyn-Maver Inc. © renewed 1959. 
All rights айт нез by Robbins Musie Corp., а catalogue of CBS Songs, a Divi- 
sion o! 
rende وت‎ secured. All rights reserved. 
Used bv permission. 


LESSON 17. 


Key of Db 


The following is a bass line for “Bewitched, Bothered and Bewildered.” 
Transfer the melody to manuscript paper, transposing from C to Dp. 


pick-ap* 

plix // I glo / H #10 / Ш Шы” у IV Гуо ИИ Шо у 
п plo / H / Wh / I £o / H {о / IH ше у 
IV Ivo / ИН? ршо у Ц V Vm ру / IV IV** у 
Шш pH / пзе Hi] / HD Ык / три / I VI / H تی‎ 7 
IV № / Ш pilo / I piik / I gl / I 20 
Ш Ша“ у IV № ИП مسر‎ / II piix / I** / 1+• уу 


рар, BOTHERED, AND BEWILDERED—by Richard Rodgers and 
renz H 
© 1939. by Chappell & Co., Inc. € renewed. 
International copyright secured, АЙ rights reserved. 
by permission. 


*The pick-up chord covers the pick-up notes which sometimes occur in popular tunes. 
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LESSON 18. 
Key of Ft 


The following is a base line for “Come Rain Or Come Shine.” 
Transfer the melody to manuscript paper, transposing from Е to ЕЎ 
major. 


I IV / VIIm Шу / VI? / VIF / VI Их / H V / Vm Ix / Vm БУ / 
[Vm ×۷ط‎ / Im IVx / Ми ЫШ / H V / Буф VIIx / шф Vix / 
bVIx V БУ IVx / Hix bIIIx Их ВИХ / ТУ / Vilm IIx / VIE? / 
VI? VI / Их / 71ط‎ bV / VHm / HIx / Vix VII? / Io 1287 / Tx ШИ 


IVx 21У% / VI Hx / IVx Шх23 / Vix / Vix И 


COME RAIN OR COME SHINE—by Harold Arlen and Johnny Mercer 
© 1946 Бу A-M Music € renewed. All rights controlled by Chappell & Co., Inc. 
Intemational copyright secured. All rights reserved. 
у y permission. 


LESSON 19. 
Key of Gb 

The following is a bass line for "I Didn't Know What Time It Was." 
Ср is, of course, equivalent to Еф; it is well, however, for the student to 
become familiar with both spellings. Transfer the melody to manuscript 
paper, transposing from G to Gp major. 
Viim Шх / VI Ix / Vim Шх / VI Ux / II VII / VI IV**R / IV ІП / 
H Im / VIIm IIx / VI Их / VHm Шх / VI IIx / H VII / VI [228 / 
IV HI / II V / VII** 1 / VH Шх ГУП БУШ / VI Ix / H V / 
I VI*** / VI Hx / II Im / VIIm Шх / VI Их / ViIm IIx / VI Hx / 
II VII / VI IV*7* / IV III / IVm bVIIx / Ш VI / Il V?3/ 1*6 / 179 // 


1 DIDN'T KNOW WHAT TIME IT WAS—by Richard Rodgers and Lorenz Hart 
© 1939 by Chappell & Co. © renewed. 
International copyright secured. АП rights reserved. 
Used by permission. 


LESSON 20. 
12 Key Transposition 


The following is a bass line for "I Only Have Eyes for Топ.” Мише 
the melody notes according to their position in the scale and explore te 
composition in twelve keys. The purpose of this study is to give the stude= 
a clear picture of the value of this system (Roman numerals) in transp- 
ing to any key. 
pick-up 
о // H $x / IV / It pik / П pik / 1H ** / Ш Wo / 
للا‎ Vix / pill к / пи к/пу/ш Шуп) 
I I+., / Ш pVIIx / Vix / M pix / IL / Пе pk / FI 4 
HI VI руф / Туш БУШ / III Vix / pill БУХ / И dx / I1 V / 
Ш руху II piix / ІП?” / Ш Ма / Viim Пк / Шф Пи / 
п / pik / I+$ / It* И 
1 ONLY HAVE EYES FOR YOU—Lyrics by Al Dubin, Music by Harry Warren 

0.5. © 1934 (renewed) Warner Bros. Inc. All rights reserved. 


U.K. € 1931 Remick Music Corp. Sub-published bv B. Feldman and Co. Ltd. 
Used by permission. 


53 


SECTION III 


LESSON 21. 


Inversions 


Ап inversion is a rearrangement of the tones of a scale-tone chord to 


allow for more smoothly progressing bass lines. 
Fig. 1 illustrates the inversions of the I chord in the key of C. 


Fig. 1. 


1 15% 2nd 3rd 
inversion inversion inversion 


An inversion breaks the series of thirds characteristic of all scale-tone 
chords. Each inversion contains a second (B to C in Fig. 1). The second 
is the characteristic interval of the inversion and is used to spell the chord. 


The distance from each note of the second to the bottom note is used 
to identify the position. Thus, in Fig. 2, in the first inversion, the distances 
are as follows: 

C down to E — sixth 
B down to E — fifth | symbol—I5 


Fig. 2. Fig. 3. 
1$ 4 


In Fig. 3, in the second inversion: 
C down to С — fourth | | 4 
В down to G— third f symbol—15 
In Fig. 4, in the third inversion: 
C down to B — second | symbol—I, 


Fig. 4. | 


12 
NOTE: In Fig, 4, it is only possible to spell C down to В. 


NOTE: The quality of the interval (major or minor) does not affect the spelling. 


e i a AE amr m‏ ا ا 


—— 


Fig. 5 illustrates the II chord in the key of C with its inversions. 


Fig. 5. 
u uf mf m 
Fig. 6 illustrates the III chord in the key of C with its inversions. 
Fig. 6. 


m m$ mj m, 
Fig. 7 illustrates the IV chord in the key of C with its inversions. 
Fig 7. e $ 


IV туў у} № 


Fig. 8 illustrates the V chord in the key of C with its inversions. 
Fig. 8. 


vý ۷ Ve 
Fig. 9 illustrates the VI chord in the key of C with its inversions. 
Fig. 9. 


м vig vj м, 


Fig. 10 illustrates the VII chord in the key of C with its inversions. 


Fig. 10. 7 


vr vn? УП} уп, 


It is also possible to invert altered (Lesson 4), chromatic (Lesson 5) 
and altered-chromatie (Lesson 5) scale-tone chords. 


Fig. 11 illustrates the 60 scale-tone chords with their inversions. Jazz 
is basically a "root position" music, but a facility with inversions can be 
invaluable in strengthening a jazz bass line. 
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NOTE: В will be noticed that no second appears in the "inverted" dimini 
chord. Thus, the diminished chord cannot be inverted. There are 
twelve diminished chords grouped in three series (Co, Еро, Cho, Ао = 
Сфо, Eo, Co, Вро — Do, Fo, Ара, Bo). The diminished chord is always 
in root position. 


Since the M, x, m and 4 can be played in four positions, this gives us 
192 chords. Adding the 12 diminished chords, this gives us a total of 
204 chords — the complete harmonic system of jazz. 


LESSON 22. 


Inversions 


The following is a bass line for "No Moon at All.” It is written in D 
minor, which is the relative minor of F major. Тһе symbols refer to Е 
major. Transfer the melody to manuscript paper. 


VI+: / пне / Vo / Vilm? / VI? / ру), Шка / VI** x / 
IVx НЫ / VI * / Wx" / Vo / Vim? / ҮП? / рур, Шиве / VI+ / 
VI** / Viz / Viz/ Шу Ux / V/ V / 11۷ / VH БУШ / VI ** / 
Ша? / Vo / Уша? / VII! / Буф. Шу? / VI** у VI** ہر‎ 


NO MOON АТ ALL—Wonds and Music Бу David Мани aod Redd Beans 
© 1947, 1949 Jefferson Music Co., Ine. & renewed 1975, 1977 ВУТУОС, Inc. 
International copyright secured. АЙ rights reserved. 
sed Бу permission. 


wore: VI # is also Бу», but the function of the chord is an adjusted VI 
chord rather than an inverted p Vó. 


LESSON 23. 


Inversions 


Here is & bass line for "Liza." Transfer the melody to manuscript 
paper. 


1 V? / По ум? / пе Уо / Vm Ix / IV IV ** Ш piik / 
I pix / I** 417 I V3 / glo Vix* / He" £IVo / Vm Ix / IV IV ** / 
шуш / H pils / 1+• pVIIx / VI ** Буф / ҮП руйх / VI рМ / 
Vm БУ / IV IV +° / Ig gITIx / IL II, / рун V / I V* / по Vix! у 
па! gIVo / Vm Ix / IV IV ** / ПЕШ / HI ыы / 1+۰ 7 


LIZA—by Gus Kahn, tra Gershwin, and George Gershwin 
© 1929 New Мапа Music Corp. (rene ). All rights reserved. 
Used by permission. 


NOTE: I+ is also vÉ, but the function of the chord is usually an adjusted I 
chord rather than an inverted VI chord. 


LESSON 24. 


Inversions 


The following is a bass line for “Waltz for Debbie." Transfer the 
melody to manuscript paper. 

This tune presents a special problem in that the chord chart for the 
melody (called the “head chart") is not the same as the chord chart for 
improvising on the tune (called the "blowing chart"). This problem will 
be treated more extensively in Volume IV. For now, here are the two 
charts for “Waltz for Debbie." Note modulation to the key of A and the 
retum to the key of F. The "head" chart appears in 3/4 time with a 
transition to 4/4 time in the final six measures of the tune; the "blowing" 
chart appears іп 4/4 time with a transition to 3/4 time in the final four 
measures in preparation for a return to the "head" chart. 
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Heap CHART: Key of Е, 3/4 time 

(P3 HÊ / VI / H1 vid / n / vid / па, / VÊ پر‎ / Ш / 
(FI ٹیر‎ ^ V 1€ / 1t / Vito bel vid / کر‎ v vi УП Î Ii / 
چرس‎ Ê / VI / Û / шы / vis / IDÉ / Va НЫЕ / 41 Мі, // 
{АЗ لا‎ / V V, / 111/11 / 1 7 ہ([‎ 7 (FR H /۷ / ۱111 Vix 77 
(FJ Ше / VE / Vm / IV / Ша / VI / Hx / BIIM / bVIM / I1 / 
(FJ V / Ê / VI صص/‎ / vió и n / vid / mo / VÊ / Ix, / 10 / 
(ЮЗ пф / Vi, Va ИШ / Vix / bVm / VIG / Ê Ê / Ix ہوم‎ / 
(FJ اکسطا‎ / VI / ۳× / VI, / VM / vo» / ves پر‎ (Ру VI, ҮМЗ / 


(FJ узз ves / VI, УМЕ / ve ver и ps и рев ду 
4 2 


BLOWING Снаят: Kev of Е, 4/4 time 
(Fy HI VE / H ۷ / Шк Vix / Ilx V / Ix IV*5 / ПФ V / I] Vi / 
(Fig I V / HI МУН V / Ше Vix / Hx V / HIx VI ۸۶ (АЙ I1 V 7۶ 
(АД ГИ ЕД H V / TIE VIx / JI Шк / VI Vm / IV Ix / МЕ Их ¢ 
(ЕД bIIÉm РУМ / H V / III VI / TE V / Шх VE / Hx V / Ix ив / 
(Е ПӘУ/Ш Vix / bVm Vilx АШ Ix / IV Hix / VI / جا(‎ bVo / 
(Б UI blo / HI V (Е 19 / Шо / IL / V # 

Da Capo to head. 


WALTZ FOR DEBBY—b« Bill Evans and Gene Lees 
TRO © 1964 and 1965 Acorn Music Corp, New York, М.Ү. 
О.К. © 1962 Асат Music Inc. Assigned to Kensington Music Ltd., 85 Gower Street, 
London, МС for the territory of the world excluding USA and Canada 
Used by pennission. 
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LESSON 25. 


Inversions 


The following is a bass line for "Giant Steps." Unlike the bass lines 

in this volume, the chords are indicated by letters instead of the usual 
Roman numerals. Тһе reason for this is that "Giant Steps" has no pre- 
vailing key center but, instcad, a series of implied key centers. 
BM Dx! / СМ Bbx? / EbM / Am Dx / GM Врх! / EbM Fax) / 
BM / Fm Bbx / EbM / Ата Dx / GM / Ciim FZx / BM / Fm 8×7 
EbM / Cim Fix / BM Ох? / GM Bbx? / EM / Am Dx / CM ВИ / 
ЕМ rad / BM / Fm Box / ЕРМ / Am Dx / GM / См FZx / 
BM / Fm Врх / EbM / EbM / 


СТАУТ STEPS—by John Coltrane 
© 1974 [озсо Music 
Used by permission. 


The symbol key for the preceding chord chart is as follows: 


M— major 
x—dominant 
m—nminor 
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SECTION IV 


LESSON 26. 
Modulation 


Many of the popular tunes used as jazz material modulate from one 
key to another in the course of a 32-bar chorus, This modulation is seldom 
indicated in sheet music although the jazz musician "thinks" in these key 
changes for simplicity and order. The following six lessons will deal with 
tunes of this type. А sumple rule for identifying the presence of a new 
key is the appearance of a major chord on other than I or IV (Ге, HIM, 
БУМ, etc}. 


The following is a bass line for "Body and Soul" in Db. The origi- 
nal key of this tune is C major, but since 1930, the year the tune was 
written, convention has prevailed іп бог of Dh. Transfer the melady to 
manuscript paper using the following signatures: bars 1 - 15, key of Db; 
bar 16, beats 1, 2, key ot Dn; har 16, beats 3, 4, key of D; bars 17 - 20, 
key of D; bars 21 - 23, key of C; bar 24, beats 1, 2, key of C; bar 24, beats 
3, 4, key of D»; bars 25 - 32, key of Db. The letters in parentheses 
indicate the key in which the symbols are to be played. 


(Db) [== ПЕ? / П bx ZI IL / 111 о / ТЕП, / УИ bVik 7 
(Db) VI H piix / 1 Zio / ғ” ПЕ + II МК / I шиш bItlo 7 
(Db) II II, / VH 5VIIx / VEU blix /1* (D V I Пи 
(D) уй Wm / Пе Vi IE Io / [Il Ник I вх // (C) H V / 


(C) E bIlle / II ВИХ / Ix Vix — (Db) Уб / ПР ” 1127 / H Ы / 


(Do) I II / III IIo / II И, / VII bVIIx / VÎ [Î РИК / ٤ 


BODY AND SOUL—Lyrics by Edward Heyman, Robert Sour, and Frank Eyton, Music 
by John Green 

© 1930 {renewed} Wamer Bras. inc. АН nights reserved. 

Used bv pennissian. 


LESSON 27. 
Modulation 


The following is a bass line for “How High the Moon," in the key 
of G. Transfer the melody to manuscript paper following the signatures 
indicated by the letters. 


ee a‏ س۔ 


(Gy vr jj 1/ ite / (Е) لا‎ / pHx / 171+97 (Ep) И / piix / 
(Ep) 1 VI / ру VIIx / Ш+ у (с) У / EIE / IL 71 
(C) IU piix / уз» / I/ I** / (Е) IE / pllx / I/I1**/ (Ep) 74 
(Ep) Mix / Y VI (©) Hé V / 1 II / HI IV** / HI pUlx / 
(G) пык / i** / l** И 

но ihon CR وم‎ Morgan Les airl Nancy Harailtou 


Intemational copyright secured, All rights reserved. 
Used by pennission. 


LESSON 28. 
Modulation 


The following is a bass line for "Laura," in the key of C. Transfer 
the melody to manuscript paper following the signatures indicated by 
the letters. 


(0) пиры / I/ I** И (Е) IE / plix / I / I** / (Ep) пу 
(Eb) рк / 1 ۰۶7 (C) Пе V5* / Vet IVo / Il / pillx / 11 / 
(С) pIIx / 1/I**/ (F)H/pIx/1/1t*'/(C) IVm / IVo / Ш/ 
(CO м / Пе / H YP y its / Its и 
LAURA—hy Johany Mercer and David Raskin г 00,7 
© te لٹا‎ ТУЗ ک1ا‎ logie of CBS Songs, a Divison oF CBS, Inc. All 
rights reserved. 
Used by pennission. 


As indicated above, “Laura,” in the key of C, does not start in the key 
of C. However, the tune comes to a final close in the key of C which 
definitely establishes the key. 


LESSON 29. 


Modulation 


The following is а bass line for "ГИ Remember April.” in the key of 
G. Transfer the melody to manuscript paper following the signatures 
indicated by the letters. 
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(С) ТИТИ Ix / I / Im / Im, / У / Hx / UL VS 
(С) Шу pix / IL / Ix / 1 / 1+" / (B) IH / V / E по / 
(Bb) Ш plik / I / V / I / 1** И (с) ПУТИ у 
(E) НИ / г VI / (С) Ш рк / 1/7 I / 1Vx /1/ Im / 
(С) Im, / Vig , Ih / IE 7 V / Шеу ble / I / 0ج‎ / 
(СІЗ у It" پر‎ 
ULL REMEMBER APRI, —Words and Music by Don Raye, Сене De Paul, and 
Pat Johnston 
© 1941, 1942 by MCA Music, а Division af MCA Ine, New York, N.Y, © renewed 
and assigned to MCA Music, а Division of MCA Inc. sad PIC Comi, New Yink, МУ. 
All rights reserved. 


Used by permission. 


Lesson 30. 
Modulation 


The following is a bass line Юг “АП the Things You Are,” in the key 
of Ар. Transfer the melody to manuscript paper following the signatures 


indicated by the letters. 

(Ар) Vs ظز‎ / Vs 1/ IV / (С) V / Ty عبر‎ / 
(Ер) VI/1/V/1/1V/(G) V/ 1/ VI / I / 
(С) УЗ / I / I** / (E) H / yl / I / Ite у 
(Ab) VI / I1 / V / 1/ IV / Wm / Шу Ьо /H/ 
(Ap) VE px у 138 / Its уу 


ALL THE THINGS YOU ARE—by Jerre: Kem and Oscar Hammerstein И 
© 1939 Т.В. Harms Co. © renewed % The Welk Music Griup. 
International copyright secured. All rights reserved. 

Used by permission. 


LESSON 31. 
Modulation 


The following is a bass line for "Autumn in New York," in Е. Transfer 
the melody to manuscript paper following the signatures indicated by the 
letters. 

(в) I IM / IV V= / It* E / I HI DH pit / H шу 
(Е) IV V / IM Vix / Ше pix / JI шу (Ap) I pix / 
(Ab) I IL (Ер) VI VII / I** руф / (C) لا‎ pix / I VIL / 
(Е) Ш pHI / IL IN / JV V5* у де ty TW HI ту 
(Е) Vm VI / (Dp) ]ا‎ ше / VE VI, / руф ج1۷‎ / ИУ Ц ха у 
(Dp) HI ри H рі / I pix / I УШ VI Vm / (F) U IM 7 
(В) Wm Vi* / Imt? / па“ jj 

AUTUMN IN NEW YORK— Words and music by Vernon Duke 

© 1834 (renewed) Матер Bros. ин: 


АП nights reserved. 
Used by permission 


LESSON 32. 
Transposition-Modulation 
Fig. J is a lead sheet of "In Your Own Sweet Way" by Dave Bni- 


beck, Fig. | represents the coinposer's view of his composition; Fig. 2 
represents a figured bass solution of the same tune. 


Fig. 1. "In Your Own Sweet Way." 


Both Fig. 1 and Fig. 2 present the essential "facts" of the composi- 
tion, Fig, 1 represents the composer's original conception of the piece, 
and Fig. 2 represents the author's мем of the essential structure of the 
tune seen through twenty-five years of social usage. 

Note the appearance in Fig. 2 of key changes which social consen- 
sus has established as part of the fabric of the tune. 

The key seríes for transposition will be: 
1—bVi—1—bVI—I —III —1II —1—bVI—I1. 


The following is a bass line for “In Your Own Sweet Way" in Bb. 
The key order is as follows: 
Bb—Gb— Bb — Gb-—Bb —D—C-— Bb —Gb —Bb. 

In Roman numerals this reads: 
I—bVI—I—bVI—I-—IiI—II—I—bVI--1 as above. 


Fig. 2. "In Your Own Sweet Way." 


pick-up. 
(Bb) IV И VIIm Шх/ VI Hx / II У / 1 IV У (С) IIV/I IV И 


(Bb) IQ bHx / I IV / УПт ПБ / VI Hx / 11۷ / ] 74 
(Gb) H V / I IV // (Bb) Пф blik / 1 VI / (D) IE V / 1 VI / 
(D I V/I//(CHV/I VIx'5 // (Bb) IVm БУПх / Vix 2Vlo 7 
(Bb) Vilm Пк / VI Hx / 11۷ / ] FV // (С) ПУТИ 
(Bb) Пф бих / 17 


IN YOUR OWN SWEET WAY—by Dave Brubeck 
С 1955 Derry Music Ca. 
Used by permission. 


When transposing this tune, number the melody tones according to 
the prevailing key in the bass line. Transpose to various keys as a trans- 
position problem. 


SECTION V 


LESSON 93. 
Arpeggios 


The basic problem of jazz improvisation is to abandon the melody 
and build an improvised line on the elements of the chords in a tune. 
Thus, we will combine the vertical (left hand) with the horizontal (right 
hand). The chord elements are as follows: (1) Arpeggios; (2) Scales; 
(3) Chromatic tones. Thus, jazz improvisation employs a twelve-tone line 
(twelve chromatic tones in the octave) superimposed on the sixty chord 
system. 


Ап arpeggio is a "broken" chord moving іп alternate steps. The fol- 
lowing illustrates the arpeggios of the five qualities on C for two octaves. 


These notes should be played ascending and descending. 
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Using the chord chart on pages 25 and 26, practice the arpeggios for 


the sixty scale-tone chords using the following fingering. 


C — 5 qualities 123412345 
D — 5 qualities 123412345 
E — 5 qualities 123412345 
Е — 5 qualities 123412345 
С — 5 qualities 123412345 
А — 5 qualities 123412345 
B — 5 qualities 123412345 
Ор — 5 qualities 212341234 
Ap — 5 qualities 212341234 
Bh M—x 212341234 
Bh—Atm—¢—o 231234123 
Gh M = 234123412 
Gh—Ff m—$—o 212341234 
EpM—z 212541224 
Ep m (the only arpeggio with 

all black notes) 123412345 
Ej—D£ $—o 2312341283 


These sixty arpeggios must be thoroughly mastered, ascending and 
descending, so that they can be played automatically with correct fingering. 


LESSON 34. 


Arpeggios in Rhythm 


Rhythmic problems in jazz will be thoroughly studied in Volumes 
IF, HI and IV. The student must first learn “what” ta play before leam- 
ing "how" to play it. For now, the following basie material on rhythm 
will suffice. 

The rhythmic division of the front and rear lines of a 1900 New 
Orleans jazz band was as follows: 


Eighth-note (4) — trumpet 
Whole-note (ә) ог half note (2) — tuba or trombone 
Quarter-note (|) — drums 
Technically this is а form of florid counterpoint involving three kinds 
of time played simultaneously. This is the essence of the jazz beat. 


This rhythmic counterpoint is ahways present in jazz, although these 
three levels of time can be assigned to various instruments. In a modern 
group, the rhythmic breakdown is as follows: 


Eighth-note ( 2 ) — tumpet 
Whole note (2) or half-note (2) — piano 
Quarter-note (9) — Баз 


Transferred to the keyboard, the rhythmic assignment is as follows: 


Eighth-note (2) -- right hand 
Whole note (2) or half-note ( J} — — left hand 
Quarter-note (4) — — foot beat 


This rhythmic composite is occasionally interrupted, but its continu- 
ing presence is essential to jazz improvisation. 


As soon as the student has become familiar with the chords of a tune, 
a quarter-note beat should be tapped by the foot in order to create the 
basis for a jazz beat 


In succeeding chapters, we will explore the three fundamental rhyth- 
mic structures used in jazz improvisation — the eighth-note, the eighth- 
note triplet and the sixteenth-note. The jazz line can employ rhythmic 
values up to the thirty-second-note. See Fig. 1. However, for practical 
purposes we will limit our work to the three above-named values. 


31 


Fig. 1. 


Right hand 


-— eighth-note triplets 
ШІ chord — sixteenth notes 
~~ sixteenth-note triplets 
У chord =- thirty-second notes 
Rest values of both more and less than an eighth note are equally 
important in the jazz line. 
А dot adds half the value to either a note or a rest. 


In Fig: 
I and II chord — whole-note zest (four beats) 
HI chord — half-note rest (two beats) 
V chord ~~ dotted quarter-note rest 
bYe chord — quarter-note rest 
IVm chord — dotted eighth-note rest 
ПІ chord — eighth-note rest 
ЫП chord — dotted sixteenth-note rest 
52 Ц chord — sixteenth-note rest 
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Fig. 2 illustrates a drill using the arpeggios of the chords in eighth-note 


triplets. 
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note triplet arpeggio 
Write out the lines if necessary. 


eighth- 


Ё 


$. 2 and explore the var 
lines on the chords of Fig. 1. 


i 


Study F 


DRILL 


37. 


LESSON 


Sixteenth-note Arpeggios 


/vu/vi/mn* 


Now that we have investigated a line employing the eighth note (two 


notes to a foot beat) and the eighth-note triplet (three notes to a foot 
beat), we will explore, in this chapter, the sixteenth-note line {four notes 


to a foot beat) 


Fig. 1 is a bass line for “At Long Last Love,” in C. Transfer the 


melody to manuscript paper using three staves, 


Fig. 1. 
pr // ۰۶ 


7 


/ T / HL gts / П/П 


Z VE 7 U? / VS? / ]++ / yx / I** / 


% 


УИ 


/ pile / Us 


bVe / Us? / HI / ву H / pix / 1 


VH / VI / Ш? / Ix Уш” у по Me / Itt / IV / 
AT LONG LAST БОМЕ—Љу Cole Porter 
р! 


+ / pt پر‎ 


след to John Е. Wharton, Trustee of 


d. Assi 
msts. 


renewei 
copyright secured. All Tights reserved. 


permission. 


ity ТІ 


pell & Co., Inc. € 
Musical and Lite 


"m Cha 
the Cole Porter 
Intemational 


© 1937 
Used by 


Fig. 2 illustrates a sixteenth-note drill employing the arpeggios of the 


chords in Fig. 1. 
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L: Wiite out or play a sixteenth-note arpeggio line on Fig. 1. 
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LESSON 38. 


tions 


Combina 


10 


Rhythm 


Since the problem of shifting from one rhythm to another is of the 
utmost importance in playing a jazz line, we will now consider combining 


quarter-note 


the rhythms in Lessons 35, 86 and 37. Under no circumstances can the 
shift from one rhythm to another be allowed to disturb the 


foot beat. 


Transfer the 


melody to manuscript paper using three staves. Nate key changes. 


in Ab. 


is a bass line for “Sophisticated Lady. 


Fig. 1 


Fig. 1. 


2 


(Ap) ығ пи ID / рик Vis руш V / I IVs / 


(Ab) 


/ 


~ < 
ЗЕ 
~ ~ 
“ы 
~ 
> 
d s 
зд 
H 
~ d 
r” 
Зи 
ы 
~ ^e 
B.M 
+= 


рүш 


Үш 
Ц" 


к 
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(Ар) ПН: 


<-> 
Hou 
== 
CRs 
нм са 
Op х 
me “ 
um 
о еге 
зм 
ЗН 
iu 
HR 
~ не 
ат 
= 5 
eR к. 
Bou 
Mor 
— — 
eum 
в 
~ 
ہچ‎ 
Сен 
کسر‎ 
“оо 
e мы ^ 


(Ap) УП Vix рУх V / Е IVx / k Vik Ш Vix у 


(Ap) Ux / H pix / It* / I+* y7 


on, Mills, and Parish 
ed. Ali rights reserved. 


gt 
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y Mills Music. © геле 


Used by permission. 


SOPHISTICATED LADY—by Ellin 
© 1933 b 
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LESSON 39. 


Rhythmic Composites (ballad) 


we may consider combining the note 


and rest values studied in Lesson 34 into four-bar composites which allaw 


us to shift suddenly from one rhythm to another or introduce a rest value 


Now that we have some facility with abandoning the melody and 
without disturbing the foot beat. Fig, 1 is a possible four-bar composite 


for a slow tune: 


using the arpeggios of the chords 


Fig, 1. 


SUITT ITT‏ ؟ 
А‏ !1:11 : 


Ја ЈЕ АЕ) 


7 


2 


441412474145 


e; 


The first line will apply to the first bar of a tun 
The second line to the second bar; 

The third line to the third bar; 

The fourth line to the fourth bar. 


This composite reads as follows: 


The second line to the sixth bar; and so on until the end of the tune. 


The first line to the fifth bar; 


Then we start over again: 


DRILL: Write or play a line on the chords of Fig. 1 using eighth note, 
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eighth-note triplets and sixteenth note rhythms. Keep an unin- 


terrupted quarter-note foot beat when playing. 
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Fig. 2 is a bass line for "1 Got It Bad," in G. 
Fig. 2. 
٢ 11/111۷1 / Hx VÉ / Ivo HIV / H H, / bVilx Vix bVix V / 


18 Slo / II blk / 1 I / IH VI / ІК УВ / туо 8IV6 / II П, / 


БУНх МЕ bVIx V / 178 VÎ БУГ / Vm bV / IV** / IV*5 / Тут? / 
г 2 1 ру | 
БУ / 1 1V / Ш blk ИП / V? / E II 7 HE. VI / Ux УВ / А ہش‎ Py Wat Іі 4- 


Гуо 51۷ / II Il, / bVlix Vix bVix V / 1:5 / 1*5 # 


p КЕНЕН BAD AND THAT АМТ GOOD—by Рац! Francis Webster and 
и 71ء‎ 
с 1941, renewed 1960 Robbins Music Corporation. АП rights administered by CBS 
Songs, a Division af CBS, Inc. А rights reserved. 
Used by permission. 


if we apply our composite to the arpeggios of Fig. 2, we derive the 


“и. rpm mum quare mre riti man] 
re EN نے‎ м ——_ +6 
тат ھی‎ LELAR LL, лымы лг. س‎ 


DRILL: Transfer the melody to manuscript paper using three staves: one 
for melody; one for the student's improvisation; one for the bass 
line. Using Fig. 3 as a model, the student should write out, if 
necessary, an improvisation using the composite and the ar- 
peggios of the bass line in Fig. 2. 


LESSON 40. 


Rhythmic Composite (up-tempo) 


In the quicker tempos in jazz, the composite usually becomes more 
simple in order to avoid a cluttered sound and to insure a strong pulse. 


The following is a possible up-tempo composite: 


dr AJIT] 
Гро: о: 
ха, Г: 
MSV ITF] 


74 Fig. 1 is а bass line for "You Тоок Advantage of Ме," in Ep. 


Fig. 1. 


Slo / H V / IHE bIllo / 11 V / Vm Ix / IV bVHx / IHx VIx Ix V / 
196 ft / I £Io / Il V / IH bilo / II V / Vm Ix / IV bVIIx / 
НЫ Vix Пк V / 195 bVIIx / VI*9 bV МИх / Шх Vix / Ux V / 
р лік / Vi*$ 57) Vilx / Шх Vix / Hx У / Ш bIIIx П К / 
1 #lo / II V / 111 Мо / У / Vm Ix / IV ВУХ / IHx Vix Hx V / 
Ре 

YOU TOOK ADVANTAGE ОҒ ME—Lyries by Lorenz, Hart, Music by Richard Rodgers 


€ 1928 (renewed? Warner Bros. Inc. АЙ rights reserved. 
Used by pennission. 


If we apply the composite to the arpeggios of Fig. 1, we derive the 
Fig. 2 following drill. 


167 ےج اہ‎ 1 
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SECTION VI 


LESSON 41, 
Modes 


If we play the scale-tone chords in C and play the C major scale from 
root to root of each chord (Fig. 1), we are playing the various modes of 
the scale of С. А mode is a displaced scale played from root to root of 
the chord. 


Fig. 1. 

CHORD SCALE DISPLACEMENT МОРЕ 
1 C C-C IONIAN 
и C D-D DORIAN 
ш с Е-Е ۹و‎ 
IV [9 F-F LYDIAN 
У C G-G MixOLYDIAN 
VI с А-А AEOLIAN 
ҰН C B-B Locuawx 

Fig. 2 illustrates the modes of the scale of С; 

Сново SCALE DISPLACEMENT Море 
1 G G-G IoNIAN 
11 G А-А Dorian 
II G B-B РИВУСТАМ 
IV G c-c LYDIAN 
У с D-D MIXOLYDIAN 
VI G E-E AEOLIAN 
VIE G FE - FE LOcRIAN 


The following table illustrates the modes existing in any key: 


CHORD DISPLACEMENT Move 
I 1-1 Ionan 
П 9.2 DORIAN 
ш 8-3 PunYGIAN 
IV 4-4 LYDIAN 
У 5-5 MIXOLYDIAN 
VI 8-6 AEOLIAN 
УП 7-7 Locrian 


These modes built on the twelve major scales represent one of the 
most important elements of jazz improvisation, They are highly effective 
in building a horizontal “blowing” line so long as the harmonic line moves 
in the normal scale-tone chords without alteration or chromatic adjust- 
ment. Since the previous lessons have made it evident that even the 
simplest tune utilizes altered and chromatic chords, this simple modal 
system must be expanded to meet the requirements of a sixty chord system. 
The next six lessons will deal with this problem. In preparation for these 
chapters, the student is strongly advised to play the scale-tone chords in 
twelve keys with accompanying modes in the right hand as in Figs. 8 
and 4, 


Fig. 3. Key of C. 
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Fig. 5 is a bass line for "Speak Low," in F. Transfer the melody to 
manuscript paper noting key changes. On the lettered scale-tone chords, 
abandon the melody and play the required mode of the prevailing key 
scale. Letters over each chord indicate the mode to be played with 
each chord. 


The following chart illustrates the symbol key for each mode: 


Ionian — 10 Mixolydian — M 
Dorian — D Aeolian — A 
Phrygian — P Locrian — LO 
Lydian — LY 

Fig. 5. 

pick-up 


ОЕ MAF DoF МУР DofF МОЕ seme 
(Е) бо / Ws V / ]ا‎ / ۷ / Wd / ۷ / Vm / Ix и 


Ab Mof Ab Def Ab Ма AQF DoF МОРЕ | پر‎ 
(Ab) IL 7 V VH V V du муп ۴ / / 


DoF Moff рак Мае роғ ма 
(F) Slo / H/ V / И NV И / У / Nm / dx M 


Ab МаҒаз D of Ab М Е АСЕ DofF MofF foofF ضا‎ 


(Ab ПР VH VN (F) IB муп وو و‎ y 


lo of Eb lo of E 


DofEb DofEb see тиңе 5 желде МОРЕ 
(Eb) ПАП ИМ / УХ / I / I ۸ (Е) У 7 ۷ / 


DAF MofF DAF МОР ОЕ M of 


(F) [VV V LZ V, Vm / Ix / IVm / VI / 


PoF AMF ОЕ seende ОР Е 
ЁТ 
(F) Ur ¢ VI 7 IE / VFS ге g 


SPEAK LOW—by Kurt Weill and Ogden Nash 
© 1943 by Chappell & Со, Inc. € renewed, assigned to Chappell & Co., Inc. and 
Hampshire House Publishing Co m 
решш copyright secured. Ali rights reserved. 
Used by permission. 


NOTE: Chords such as IL, V or I are considered primary functions, since they 
belong to the key; chords such as Vm or Ix are considered secondary 
functions, since the root remains in the original key but the third, fifth 
or seventh have been altered; finally, chords such as РУПх or bVIx are 
considered tertiary functions, since not only has the chord been al- 
tered but also chromatically raised or lowered from the original key. 


NOTE: VAS is actually à major-augmented seventh chord; the symbol would 
read VM, 


LESSON 42. 


The Major Scale 


The major chord in any key appears on Г and ТУ. 


Сновр DISPLACEMENT Move 
I 1.1 Ionian 
IV 4-4 Lydian 


ln determining which of these two modes to choose, the deciding 
factor must be the relative strength of these two major positions in diatonic 
harmony. On the basis of this, there can be no doubt of the overwhelming 
feeling of I when hearing a major chord. For this reason, the major chord 
takes the Ionian mode (1 - 1) except in cases where the bass line gives a 
strong feeling of IV, eg. ТИ / HI IV / УІ / (see Fig 1). 


Fig. 1. 


Here the use of the Ionian mode of the scale of F on the IV chord 
would destroy the feeling of C major running through the entire bass line 
and the Lydian mode (4 - 4) should be used. Except in cases of this 
sort, the Ionian mode is employed on all major chords. 
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Fig. 2 illustrates the twelve major chords with accompanying Ionian 
modes, to be played both ascending and descending. 


Fig. 2. 
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ым d 
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H е 2 
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аг РЕ алта шада 42 
à 
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RULE: The major chord is a I or the temporary I of a new key and 
takes the scale of that key from toot to root. 


Fig. 3 is a bass line for "Moonlight in Vermont.” Transfer the melody 
to manuscript paper following the key signatures indicated by the letters. 
Abandon the melody and play the appropriate mode on each major chord. 
Major** chords follow the same rule as normal major chords. 


Fig. S. 


(Ep) 1 VI / O bl / It* VI / рУх / لا‎ Ví! 7 
(Eb) It £I / ї+* VI / H pix / 1+۰۶ VI / [уш / 
(Ep) II V** / I** / (С) П Мо / IH их / H руту 
(Ap) H Wo / ш куп шут Wk / 
(Ep) I** VI / گا‎ pHx / те VI / ф к / пу / 
(Ep) 1+* мура جا‎ ых / ٢ 


MOONLIGHT ІМ VERMONT—by John Blackburn and Kar] Suessdorf 
© 19044-1945 Michael Н. Goldsen, Inc. © renewed 1972. 
Used by permission. 


LESSON 43. 
The Dominant Scale 


The dominant chord in any key appears on V only. 


CHORD DISPLACEMENT Моря 
ү 5-5 Mixolydian 


Since the dominant chord only occurs at the position of V, there can 
be no doubt concerning the accompanying mode. The dominant always 
takes the Mixolydian mode. 

Dominant chords on other than V (Ш, БУ, etc.) are considered a 
temporary V of some other key. Thus, in the key of C: 


Сновр SPELLING Scare ОБ KEY DISPLACEMENT 
Ix Temporary V F с-с 
lix Temporary V G D-D 
Шх Temporary V A E-E 
IVx Temporary V Bp Е-Е 
У Natural V с G-G 
Vix Temporary V D А-А 
VIlx Temporary V E E-B 
Бх Temporary V ср Dp - Dp 


In jazz harmony, these temporary dominants seldom resolve to their 
natural majors [ie., in the key of СШ bIHx If БИХ I is a normal 
pattern; the ЫНх (Ebx) does not go to АРМ, the ЫН» GDbx) does not go 
to СЬМ]. However, at the moment they are played, they imply the V of 
a new key. 
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Fig. 1 illustrates the twelve dominant chords with accompanying 
Mixolydian modes, to be played both ascending and descending. 


Fig. 1. 
a a سے‎ att БЕЙ ИЙ 
[> ______ 1 
Cx (УЧЕ) Dbx (VotGb) Dx (VotG) 
FTT n 1 | | | 
а 001 B га ТЕ іі 
ہے بے و ہا‎ R^ E. جع‎ рит зарна а Pint 
ди йт © 
ы-і а Н % =~ 
>. газета 
Ebx (VotAb) Ex (VofA) Fx (VofBb) 


афа و‎ 
ЕСІ М PS 
Fex (VorB) Gx (VofC) Abx (VofD b) 


Ax (VofD) Bbx (voreb) Bx (VofE) 


RULE: The dominant chord is a V or the temporary V of a пеш key and 
takes the scale of that key from root to root. 


Fig. 2 is a bass line for "It Could Happen to You" in C major. 
Transfer the melody to manuscript paper; abandon the melody and play 
dominant scales on all dominant chords as indicated іп symbol key. (х23 
also employs the normal dominant scale.) 


Fig. 2. 


M of A M of B M uf E^ 
(C) 1 / IQ Vix / ПИ Буф / VUx / HI ВБ / II Jh / 


Mf Bh МА M af Bb 
(С) bVUx / Vix / II / Il, / VUm Z bVllx / УМРЕ VIF? у 


мис M nf A 
(С) VI bilo / H I / IV V / 1 v ше Vix / ПИ 
Мв M of Eb M of Bh M al A 
(С) bV$ Vik / IH бик / ff П, / bVIIx / Vix / ШИ 
M of Bb МЕ Мал Mnf G 
(С) IV? ББ /1 IVx / ШФ Vix / 1[ 111 / Wm М / 


(С) Ге / [+e уу 


IT COULD HAPPEN TO YOU ~ by Johnny Burke and Jimmy Van Heusen 
© 1944 Famous Music Cop, Neh dm, Burke and Jiny Van 


LESSON 44, 
The Minor Scale 


The minor chord іп any key appears on П, Ш and VI. 


CHORD DISPLACEMENT МОРЕ 
П 2-2 Dorian 
IH 8-38 Phrygian 
VI 6-8 Aeolian 


In a chord series with a strong key feeling, 
1-Vi-H-V-I (Fig. 1) 
or 


П-Ш-ІУ-Ұ-УІ-П-У-1 (Fig, 2) 
the three modes are used in their respective positions. There is never a 
question concerning the II chord since it belongs to a primary function 
of any key — Ц - У - Гог Ц - pix ~- I Therefore, H always takes the 
Dorian mode (2 - 2). 
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Fig. 1. 
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Fig. 3 illustrates examples of IH or VI becoming the tem 


a new key. 
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(temporary 11) 


АП other minor chords (Гута, УП, БИТ) are also treated as a tem- 
in the key of С 


porary II of a new key. Thus, 


SCALE 


SPELLING оң KEY DISPLACEMENT 
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۷۳ 
ш 
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Except III and VI which usually take the Phrygian and Aeolian modes, 
respectively, all minor chords take the Dorian mode (2 - 2). | 

Where there is a strong diatonic feeling of the prevailing key, as т 
Fig. 1 and Fig. 2, the {Ш chord takes the Phrygian mode and the VI 
chord takes the Aeolian mode. 

When the prevailing key feeling is dislodged, as in Fig. 3, the III 
becomes a II of a new key and so also with the VI chord. 

In jazz harmony, temporary 11 chords of other keys sometimes re- 
solve to their natural dominants (V), but regardless of their resolution, at 
the moment they are played, they imply the И of a new key. 


Actually the responsibility should rest with the student in deciding 
the particular "status" of the III or VI chord. The following rule, how- 
ever, is a general guide to the use of the minor scale: 


RULE: The minor chord is a И or the temporary П of a пеш key and 
takes the scale of that key from root to root. The exceptions are 
Ш and Vi, which normally take the Phrygian and Aeolian 
modes, respectively, when preceded by primary functions. If 
preceded by secondary or tertiary functions, both the Ш and 
VI chords become temporary Il chords of another key. 


Fig. 4 illustrates the twelve minor chords with their accompanying 
Dorian modes, to be played ascending and descending. 


Fig. 4 
а пинјин | | ни: | Ee] 
јр 
Е Е ee ЕЕ ЕЕ ЕЕ 
Da + - 
y RH ЕН i 
ЕЕ: 4 
Cm (Hot Bb) C#m (пов) Dm (пос) 
a Seems mee eee ee abe er ee لع‎ 
2 160—6. Бие ——] 
сна тыны ЖЕРЕ وی‎ ee ОЛА РЕШИ کنشب‎ 
сы 
M: : с: 
ЕР m (of Db} Em (HofD) Fm (Hof Eb) 


Am (пос) Bb m (of Ab) Bm (По/А) 


Fig. 5 is a bass line for "Little Сы! Blue" in the key of F. Transfer 
the melody to manuscript paper; abandon the melody and play minor 
scales on all minor chords. The letters appearing over these chords indi- 
cate the signature to be played from root to root of the chord. For exam- 
ple: in bar 1, the F over VI means play the F scale from D to D; in bar 4, 
the Bb over Vm means play the Bb scale from C to C. 


Fig. 5 
Е Е F Bs Ab 
pe Û / Û нв / I^ VI / Vm ФУ / IV IV*® / Wm БУШ / 
с Е Е Ев Е Е 

шығ Я АЙ Kı гу siye / V МИ Ш И их / 5 billo / 
F Е B» 

А им / 16 VI / DE bix / ге М / Vm bV /1У1У / 
с Е F 

Ка ылы / mme VI АЙ Ш Ive Уф / V ЊУ / 

Fe Е F ЕЕЕ Е F F 

E fr Ñ bux / ге zr Ге VE VIX / V / TE bx 7۸ء‎ 

D n с 
їп ту / уйш Hh / Viim ВМХ / VI Уф / ۱۷۵ № / 


ғч F 
V bilo / Il bix / 128 / 19 / 


LITTLE GIRL BLUE—hy Richard Rodgers and Lorenz Hart 
© 1935 ТВ. Hanns Co. € renewed % The Welk Music Group. 
International copyright secured. АЙ rights reserved. 
Used by permission. 


*NOTE: The prevailing key (Е) has been reinstated despite the preceding sec- 
ondary function in order to prepare for the final closing. 
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LESSON 45, 


The Half-diminished Scale 


The half-diminished chord in any key appears on VII only. 


Сновр DISPLACEMENT MODE 
VII 7-7 Locrian 


Since the half-diminished chord occurs only at the position of VH, 
there can be no doubt concerning the accompanying mode. The half- 
diminished chord always takes the Locrian mode (7 - 7). 

Half-diminished chords on other than VII (Ше, БУф, etc.) are con- 
sidered a temporary VII of some other key. Thus, in the key of C: 


SCALE 
Сноко SPELLING ов Key DISPLACEMENT 
1 Temporery VII Db C-C 
1% Temporary VII Ep D-D 
Ше Temporary VII F E-E 
Ve Temporary VII Gb F-F 
Ve Temporary VII Áb G-G 
ME Temporary VII Bb А-А 
VII Natural 1 C B-B 
рше Temporary VII Е Dg - рё 


In jazz harmony, the temporary half-diminished chord seldom, if 
ever, reaches its natural resolution, but at the moment it is played it 
implies the VII of a new key. Fig. 1 illustrates the twelve half-dimin- 


ished chords with accompanying Locrian modes, to be played ascending 
and descending. 


RULE: The half-diminished chord is a VII or the temporary VII of a 
new key and takes the scale of that key from root to root. 


Fig. 1. 
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Fig. 2 is a bass line for "Don't Blame Me.” Transfer the melody to 
manuscript paper. Abandon the melody and play appropriate half-dimin- 
ished scales for each half-diminished chord. 


Fig. 2. "Don't Blame Ме,” 


I IVm / HI Их / Прву I VI / Hé pllx / Ше рик / 
БУФ ТУФ / Ш Ик II pI / I IVm / IH plllx / I pix / 
I VI / Hé pk / ше ко пуз уз pV / IV пу 
VIL х / УП рук / VI? VI / Ix $Vo / VI Ux / II pit / 
П pHx / I Vm / Ш ку H piix / I VI / Ue ру 
Ше piix / И Vit / Its مر‎ 

DON'T BLAME ME — Words by Dorothy Fields, Music by Jimmy McHugh 

0 ا ای مھا‎ E Ave., New York, М. Y. 


for United States and Canada 
Used by permission. 


LESSON 46, 


The Diminished Scale 


The diminished chord has no "natural" position in any key. We have 
learned to employ the diminished chord at any point in a key, but at no 
point does it infer any tonality, 

Ап arbitrary scale is employed for the diminished chord which utilizes 
all the tones of the chord in addition to a series of chromatic or auxiliary 
tones, Fig. 1 illustrates the C diminished chord with its diminished scale. 


Fig. 1. 


Co Co scale 


Since this scale has no relation to any tonality, we spell it by indicat- 
ing tbe intervals as follows: 
Minor second — 1 
Major second — 2 
Thus, in Fig. 1, the semitone combination is: 


C D Ej Е Gp А A B C 
0 2 1 2 1 2 1. 2 1 0021219191 


This is an artificial scale since the same letter, іп any form (Ab - A), 
cannot appear twice in an authentic scale. 


Fig. 2 illustrates the twelve diminished chords with accompanying 
gales, to be played ascending and descending. The fingerings are а 
suggestion for the student. 


Fig. 1. 
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to 


and play diminished scales on 


y 


VI / H pllx / 1 glo уп о/ Ш ۰ا‎ у 


Fig. 3 is a bass line for “Birth of the Blues.” Transfer the melod 


БИК // I glo / H gIlo / III Hix$' / IV дуо / V ۱۷ ШЫП / 


I pik / 1 +° 


manuscript paper. Abandon the melody 


all diminished chords. 


Fig. 8. 
pick 


IV уо / V IY Ш pili / If рун шут Ivx/ 


Ші VI / Шх VII / ци ТУ / Wx / Ш Vix / IH Vix / 


VI Wx / H pHx / I glo / Ню / Ш ша / IV жуо/ 


V IV H pHI / U Ык / 144 


Л 


„упе5 by В.С. DeSylva and Lew Brown, Music by 


1 
© 1926 (renewed) Warner Bros. Inc. All sights reserved. 


Reproduced by permission (in the U.K.) of Redwood Music Ltd Chappel! Music. 
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LESSON 


The Sixty Scales 


ty chords. The im- 


We have now completed the scales for the six 


prac- 


g the material for 


each tone. These scales or modes should be 


of these scales cannot be overstated in buildin 
jazz improvisation. Fig. 1 illustrates & highly recommended drill based 


оп the five qualities of 
The student is also advised to return to the previous chapters and 


ore these scales in the various tunes abandoning the melody. 


The student is advised to follow the general fingering rules for the 


major scales when playing the M 


ticed ascending and descending until they are completely automatic, 


portance 
expl 


finger- 


m and $ modes. Suggested 
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X. 


ings have been added to the diminished scales since they represent an 


unfamiliar series of whole and half steps. 
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Scale and Arpeggio Alteration 
The arpeggio of an altered chord simply follows the alteration, 


Fig. 1. в Ж 
4 + #1 


Cm 
The following rule describes the use of scales in altered chords: 
Majon Сновр; 
M!* — major scale with $5 (Fig. 2) 
M** — major scale with p5 (Fig. 3) 


MB — major scale with #5 — (Fig. 4) 


4 | 
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Fig. 3. ۶ 
см?5 


DOMINANT CHORD: 
x! ہہ‎ dominant scale (Fig. 5) 


xf' — whole tone scale (Fig. 6) 


х? — whole tone scale (Fig. 7) 


¥? .— minor scale (Fig. 8) 
— minor scale with #7 (Fig. 9) 
m*' — minor scale (Fig. 10) 


RULE: In inversions, the scale is the same as in root position except 
that it is played from the bottom note of the inversion (Fig. 11). 
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Fig. 12 is a bass line for "Like Someone in Love" in the kev of C. 
Transfer the melody to manuscript paper. Abandon the melody and play 
appropriate scales for the inversions. Letters over Roman numerals indi- 
cate the signature % be played from root to root (root position) or bass 


note to bass note (inversion). Thus in bar 1, 1, indicates the scale of C 
C4 Y А 
from B to B; in bar 3, VIF indicates the scale of C from Е to Е. 


Fig. 12. "Like Someone in Love.” 


c € Ge се E 4 
(суі Ê / VI Vl, / Ux Му ш кии 18 / 
(C) V pix / 1 VI / Vm pV / IV** IV, / (A) И, У / 
Gat 
(у ih / VI М, / (с) vi Vit, / Vi, go / N / 
$ Са 

(C) pix / 1 b / VI Уі, / Ux? му ш р / 
(c) п 185 / v ыы / I VE / Vm фу N+ ТУ, / 
(A) И, VIlo / 1 $V (С) Hx #0 / HI plllx / II pix / 
(C) I** у I** یر‎ 

LIKE SOMEONE IN LOVE—by Burke and Van Heusen 

© 1944 Бу Burke & Van Heusen, Iac. © renewed and assigned to Bourne Со. & 


Dorsey Bros. Music, Inc. 
Used by permission. 


LESSON 49. 


Eighth-note Scales~Scale Fragments 


In Lesson 33, we moved to the primary step in improvising by aban- 
doning the melody and playing eighth-note arpeggios on the chords. We 
will now repeat this primary step with eighth-note scales. 


Fig. 1 illustrates the use of an eighth-note scale line. In playing Fig. 
1, the student will notice the harsh sound (particularly on the M and x) 
of the scale fragment ending on the fourth note of the scale or the mode. 


Fig. 1. 


To avoid this, in Fig. 2, the fourth step is removed and the tone row 
123515 used (12 8 5 is always counted from the root of the chord). 


Fig. 2. 


Fig. 3. 


Fig. 4 illustrates the scale fragments on 3 4 5 7. 


Fig. 4. 


Fig. 5. 


Fig. 6. 


“Тһе fragment figures for the diminished scale nre not th i i 
scale consists of eight tones rather than the usual al The fragment lay دا‎ ihe 


are as follows: 
1235 — 5431 {revene} 
8457 — 7653 (rtvene) 
56871 — 1875 (гуе) 
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Fig. 7 illustrates the scale fragments on 2 1 7 5; and 1 8 7 5 (dimin- 
ished). 


I$ VIo(1815) Ilo( 1875) v 


All of these fragments are of the utmost importance in using scale 
lines; the ability to pick up any scale fragment for any chord is an absolute 
prerequisite for improvising facility. 


Inversions take the scale of the root position chord from bass note to 
bass note of the inversion. See below. 


Vim Уб Ун) Итә 
Lydian Aeolian ionian 
of A of A of A 


МП 
Dorian of А 


Fig. 8 is a bass line for "Blue Moon,” in the key of E. Transfer the 
melody to manuscript paper noting key changes, using three staves as in 
previous lessons. Play or write out a line using eighth-note scale fragments 
of the chords. 


Fig. 8. 

(E ym. ہو‎ VI / H px / I1 VI / H Hé / HI VI / 
(E) M У / 146 plo / П plik / I VI / H ЊЕ / 
(E) I VI уп Tig / IH VE / IL у / I** /1У / 
(E) п pile / I** VI / I ыы / I+" VI / (с) H plx / 
(С) I VI (Е) иа Ш VI Ux / D pix / I VI / I ИК / 
(E) I VI уп متا‎ / HI VI уп Vf? / IF? 148 И 


BLUE MOON—by Lorenz Hart and Richard Rodgers 
© 1934. renewed 1962 Metro-Goldwyn-Mayer Inc. All rights administered and con- 
trolled by Robbins Music, a catalogue of CBS Songs, a Division of CBS, inc. All 
102 rights reserved. 
Used by permission. 


Fig. 9 illustrates a drill on Fig. 8 using the various fragments. 
FRAGMENT CHART 
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LESSON 50. 


Eighth-note Triplet Scale Fragments 


in the key of С. The 


» 


"Cabin in the $ 
-note triplet line should be considered here. This means three notes 


Fig. 1 is a bass line for 


eighth 
to a beat or six notes to each half-note chord. Transfer the melody to 


manuscript paper using three staves. Note key change. Write out or play 


Fig. 2 


line using eighth-note triplet scale fragments on the bass line in 


with a quarter-note foot beat. 
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Fig. 1. 
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(C) Е / II go / ше / үш / ци" це / 


(С) H Ivo / HI pHix / H þik / I / ИП filo 7 


(С) Wg / уш / D58 па / II рь / 1+* +۰ IV / 


(C) Vim БУШ / VI+” ру / (E) H pix / I / (с) ии VIS / 


(C) VI Ik / V IV / IM I / I gly / I в / ШФ / 


(С) plik / ши IF" / pix / 15* 7 14° уу 


CABIN IN THE SKY—b 
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Fig. 2 illustrates a drill using scale fragments in eighth-note triplets. 


HEN 


DRILL: Explore the various scale fragments on the bass line in Fig. 8. 
Keep a steady quarter-note foot beat. 
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Fig. 2. 


ы ~ “м ~ ~ ~ 8 ~ 

+ © “ ма a я 

P È с H A 5 g e 3 3 

HU да ~ + € E i? 8 

3 eos 52 d 

PE Бох + я EE. B 

8 a мА E 
1. 8 — d ћи = $5 E 
5 ob А Аа ~ = Se: Е 548 8 
0 ~ n ; 

6 : 8 ш ні ~ H - g 4 3 а 

B és Fag 24 s 

я о 52 ~ T е 8% $ 

ш за ~ ~ ом T > + 58 43 

Е 2 A ще БЕ = = 
5. ri NP o ~ H 4 S. qi 83 

Zo ری اس ھی‎ ~ Z КЁ 8 Р 

Я BE ы Hon 3% 52 88 
а ік БЕНЯ ie: ii 
& $ 5 B ~ < * A N Е Е 5 85 
4 EE ہہ‎ < m Е M ع‎ та H 5: 
|j аб ов 41% 52 
E 8 E za z ^ BH. di 538 22 
> i3 ME. HÀ iE: PR 42 

а on ~ 85 H uyg Б a JN 
E E H HE Be 28 

| ۴ ы ~ ہت‎ зы دی‎ 83525 84 
wd "T В ba 655 ee ЕЁ 
god одар ни 58 FA 

Во PRÉ 4‏ رر کے ہو دہ پچ z‏ 

E hd 50 = M " t وت‎ “3 : 

d Ей u. BH > ЛЕ НЕ 2255 

с» | pa 
۷۶۶ н 


108 


asec, 


deme. یی‎ 


= 
a E Е 


6 


ғ 


LL 


ETE 


Е-Е 


(БЕР GER بد‎ TEER, ES GENES ПЕ, es Ke EN] TEOS) (ТЕЗІ 
———— ШИИ re ہے‎ a БА 


ست 
ions‏ 


| Mf | шой БЕН 
ТТТ animu 
тай 


Е 
Rhythmic Comb 


eo ee 


ке 
LESSON 52. 


за‏ ھی 


I 
| 
a 
| 


س ل 
Aeolian‏ 


E.A „дет کوی‎ уйт «дн ОКТ معوجع‎ 


= на 
РИ аша 
(Жердін тейен سا‎ 
—— —| 


اا{ 


i 
| 
| 
8. 
M 
| 
| 
| 


FW 
РР Е 3 
—_———— 


3 Е 
= 
1 3 
к 
& m 
ہمد‎ 
15% 
BES 
#“ 8 
РЕШЕЊЕ У 
5 
= 
E 
0 
8 


g 1 is a bass line for “Round Midnight. 
Transfer the melody to manuscript paper using three staves and noting 


key changes. 


As in Lesson 38, when trea 
combine the rhythm values using the scales as a framework. 
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Fig. 
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Vm bVilx ІП Vix / 


/ bVo УЙ bVilx / VI Ux / I 
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‘1 VI 


(Gb) V 


^5 / Буф МЫ / Шх Бих / VI VI, / 


(Gb) il V 7 1 Tx 


55 И 


fl Vix / Il V / I Их 


(Eb) Уф Их V9? bilx / 198 / VIO Их / V БИХ / Vié Ilx / V ки 


Tx 1 


Vm БУ 


VIIx / VI Их / 1 
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Yo V 


(Gb) b 


Vx / 


im 1 


fix Ш Vix / Fî 


Ve Vilx И 


ҮП Шх / b 


i ii, 


(Gb) 1 


VIIx / VI Их / 


ҮП b 
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МИХ / VÍ VÎ, / b 


Ix VII b 


(Gb) bVíIm bl 


(Gb) IVm bVIIx Ш Vix / HI V / Hx*S // (Eb) Vid Их 952 ЫБ / 


(Eb) 16 # 


Lyrics by Bernie Hanighen, Music by Cootie Williams and 


) Wamer Bros. Inc. All rights reserved. 


у permission. 


© 1944 (renewed 


"ROUND MIDNIGHT 
Used by 


Theionious Monk 


Fig. 2 illustrates a 


sixteenth-note values, 


drill employing eighth-note, eighth-note triplet and 
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DRILL: Write out or play a scale line on Fig. 1 using eighth-note, eighth- 


note triplet and sixteenth-note values. 


Lesson 53. 


Rhythmic Composite (ballad) 
Just as we abandoned the melody in Lessons 30 and 40 and applied 


ios to a rhythmic composite, we will now apply the scales af 


the chords using the same process. 


the arpegg 


c composite for a ballad. 


is a rhythmi 


Fig.1 
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/ M V / (Bp) II pllx / I VI / 


(Gp) II pHs / I VI / (D) U piz/ 1 VI / (Gh) عللع کا‎ / 
(Е) Ш plx / I / glo / H / V / pVm уШо / HU pllx / It*/ ۲+۰۴ // 


ine. © renewed, 


M, 


ying the scales of the bass line in Fig. 2 to the com- 


posite in Fig. 1. In each case the required mode has been followed, although 
the starting point of each phrase has not necessarily been the root of the 


МЕЗ—ру Richard Rodgers and Lorenz Hart 
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al copyright secured. All rights reserved. 


Used bv permission. 
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Using Fig. 3 as a model, play or write out an improvisation using the 


composite and the scales of the bass line in Fig. 2. 


Fig. 2 is a bass line for “Have You Met Miss Jones?" 


F. Transfer the melody to manuscript paper using three sta 


key changes. 
Fig. 3 is a drill app! 


€ 


(Е) I / glo / لا‎ / IVo / IE VI / IIx** / H / piix / I / Мо / 


chord. Each note of the mode becomes a possible starting or ending point. 


(Е) لا‎ / Ivo / III VI / Dx? 
HAVE YOU MET MISS 
I Wternatianal 


Fig. 2. 


LESSON 94. 


Rhythmic Composite (up-tempo) 


ible composite 


tunes to insure a stronger feeling of swing. Fig. 1 is a possi 


for an up-tempo tune. 


the composite is simplified in up-tempo 


As in the arpeggio study, 


Fig. 1. 
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DITT) 


“Lullaby of Birdland,” in the key of B. Trans- 


Г), 


three staves. 


Fig. 2 is a bass line for 
fer the melody to manuscript paper using 


Fig. 2. 


ми VI / 11 Wo / HII vis V / 
руф / Vix ши / VIS! VI / И Го / 


Ш VI/H V / I yix / It* / Ше piix / Шу He pik / 


рә / мк Пи / 


Vite 


ІЛУ / VH Uk у мее 


/ Us pix / I IV VEL шку ме р / 


ту Mẹ ку 
Vix Шк / VIS VI 


/ ئا‎ Ivo / HI VI / کا‎ ۷ / I bis I** Ш 


LAND—bs 


George David Weiss шкі George Shearing 
ed 1972. 


hael H. Goldsen, lik. & renew 


Used Бу pernission. 
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tice the ex- 


Fig. 3 is a drill based on Figs. 1 and 2. The student will no 
tensive use of rest values in Fig. 1. Silence also swings. The beginner 
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that 
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tend to play too many notes but should strive for the 


characterizes а good line. 
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SECTION VII 


LESSON 55. 


'The Chromatic Tones 


In the previous chapters we have studied the following elements of 


the twelve tones in the octave: 


1. Arpeggio — four tones of the octave 


Scale — seven tones of the octave except diminished 


2. 


Now we must consider the remaining five tones of the M, x, m and 
$ scales and the remaining four tones of the diminished scale. 


Fig. 1 illustrates the five qualities on C with the accompanying scales. 
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The following table indicates the omitted tones in each scale: 
CM: Dp - Ep - Gb - Ab - Bp 
Cx: Dp- Ер- Ср - Ар -B 
Cm: Dp-E-Gp-Ap-B 
С: D-E-G- A-B 
Со: рр-Е- С - В 


It Ба good rule in jazz improvisation to avoid more than four con- 
secutive chromatic tones. The chromatic scale involves all twelve tones 


and therefore cannot infer any specific chord. 


One of the most effective ways of utilizing the chromatic tones is as 


follows. 
l. Treat the root, third, fifth, seventh and ninth as principal tones. 


2. In approaching a chord, choose one of the principal tones as a "target" 


note. 


3. Pass through the chromatic tones a minor second each side of the 


"target" note, then into the "target" note, 


CHORD PRINCIPAL CHROMATIC 

TONES TONES 

11 р Cf — Ер 

F E —Gp 

A G£— Bb 

с B — пр 
Е D£—F 

у с Е$ — Ab 
B A£—C 

D C£ — Ep 

F E ~—G} 

A Gf — Bb 

I с B —DP 
E Ж-Е 

с Ей — Ap 
B At—C 

D С%-Еф 


The chromatic tones may move in either direction before resolving to the 
principal tone although modern idioms prefer the descending form: 
Ер— Cf into D Dp—B шо C 
Gh—E шоЕ Е — Dý into E 
Bh —Сў into A 


Fig. 2 is a bass line for “I Cover the Waterfront,” in the key of С. 


Transfer the melody io manuscript paper using three staves and noting 
key changes. 


Fig. 2. 

(С) VI ши / M piix / I II / H plo / I мун pik / 
(С) I VIIx / БУШ Vix / VI Hx’? / H рих / 1 пу ш ро / 
(G) I мун рих / 1** gt / 1** VI / 1L № / ШИН / 
(С) H plik / I 1** / (A) Ши Wo / ш VI / H Мк / 
(C) поп, VIL bVilx / VI Hx?* / TE мы / I IL / ш ро у 
(G) ци! у шын / Itt 7 Ite уу 


I COVER THE WATERFRONT—Lvrics hy Edward Heyman; Music by Johnny Green 


& 1833 (renewed) Wamer Bros. Inc. АЙ rights rese 
"sed Бу pennission. 


Fig. 3 illustrates the use of chromatic tones in a scale-arpeggio drill 
with no particular rhythmic pattern. Using this figure as a model, write or 
play an improvised line on the chords of Fig. 2 using chromatic elements. 
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LESSON 56, 


The Sensitive Tones 


We have now studied sufficient jazz material to understand the basic 
tonal principles of the art form. 

Jazz employs a sixty chord harmonic system over which is played a 
twelve-tone melodic line. Fig. 1 illustrates the vertical movement of jazz 
harmony referred to in Lesson 1, Fig. 2. 


Fig. 1. | e 2 
+- 


1 3 5 1 9 іі 13 1 


We have given careful study to the root, third, fifth and seventh; we 
will now consider the ninth, eleventh and thirteenth in relation to the five 
basic qualities (major, dominant, minor, half-diminished and diminished). 


CHORD QUALITY SENSITIVE TONES 

Major 3 - tl 

9:- 9» - و Dominant‏ 
#1 - )#3( 11 
3 ۔ 33 

Minor 9-і 

Half diminished 9-1 

Diminished 9-11 

See Fig. 2, 


см9 сме فی‎ сх? суў? ски ски 


cxP13 сад сай сй cell Ço? сом‏ ڈئی 


As part of a well conceived line, these tones can bring a tonal in- 
terest lacking in the root, third, fifth and seventh, By themselves, these 
tones are of little value; they are to be considered occasional tension points 
of a twelve-tone line. 


Fig. 3 is a bass line for "Night and Day," in the key of Ep. Fig. 4 is a 
drill illustrating the use of the sensitive tones. 


Transfer the melody to manuscript paper using three staves and noting 
key changes. 


Fig. 8. "Night and Day." 


(Ep) I // VIM / V/ I/ I** / рим / V / L / VE / БА / 
(Ер) IVm / W / plllo / IL/ pik / 1/ 1 / ЂУМ / V/1/ 
(Ep) It* / БУМ / V/ 1 / VI / $V / Nm / IH / Шо / I1 / 
(Ep) pllx / 1/ 1+% / (Gh) I H / HI I / (Ep) 11 / 1 / 
(Gh) I I1 / Il I / (Ep) I U / III VI / pVé / Та / Ш/ 
(Ep) Шо / И / Шм у 11° / I+* 4 

NIGHT AND DAY—Words and Music by Cole Porter 


© 1932 (renewed) Wamer Bros. Inc. All rights reserved. 
Used by permission. 


Play an improvised line on these chords employing the sensítive tones 
using the following Fig. 4 as a model. 
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points. Ву tying the 


tones in Fig. 1 together, the "strong" points of the series are disrupted 


(Fig. 2). This is basic syncopation. 
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4, 6 and 8 are the 


А thorough study of jazz syncopation is beyond the scope of this book. 
Jazz syncopation appears on many levels. Our concern is with syncopa- 


tion in the improvised line. Fig. 1 illustrates a series of even eighth notes 


played against а quarter-note beat. Notes 1, 3, 5 and 7 are the "strong" 


points in Fig. 1. Notes 2 
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in syncopated eighth notes as in 
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DRILL: Practice the sixty arpeggios 
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Fig. 1. 


Practice the sixty scales in syncopated eighth notes (Fig. 6). 


Fig. 8. 


The study of both Figs. 5 and 6 should be accompanied by an un- 
interrupted quarter-note foot beat, 


LESSON 58, 
Accent 


In addition to syncopation, the device of accent is valuable in creating 
rhythmic interest in а jazz line. 

Fig. 1 illustrates the scale of C in eighth notes played with a quarter- 
note foot beat. Here, the accented tones fall on 1, 3, 5 and 7 which are 
also the accent points of the foot beat. 


In Fig. 2, the accented tones fall on 2, 4, 6 and 8 which are struck while 
the foot is in the air. The student will find Fig. 1 easy to play. Fig. 2 will 
be troublesome in the beginning since the hand and the foot are in opposi- 
tion to each other. 


Fig. 2. 


Fig. 3. 


The use of accent in an eighth-note series, as in Fig. 2, is of the utmost 
importance in creating rhythmic interest in a jazz line and should be care- 
fully studied by the pupil. 

Fig. 3 is а bass line (ог "Makin' Whoopee,” in the key of А." Fig. 4 
illustrates a drill on Fig. 3 employing the use of accent. Wedges over the 
tones indicate the accent points of the line. 


Transfer the melody to manuscript paper using three staves. Write or 
Рау а Jine on Fig. 3 using Fig. 4 as a model. 


pick-up 
Их // Y glo / ПУЛ Vm Ix / IVm рук / IM VI / p ру / 
VI* ро / لا‎ жу 1 glo / I V / Vm Ix / Wm и / 
IH VI / pI pVix / 1** пу $Ho VIF / Vm ку Ite у 
IVm ğpVIk / I II о Ш / Vm Ix / IV** / Wm Wik у 
LI pill IE piix / I flo / II V Ум Ix / IVm БУШ / ПІ VI / 
ри pVix / It* / I+ 7 
MAKIN: WHOOPEE--Iyrics Бу Gus Kahn, Music by Walter Donaldson 

U.S, © 1940 (renewed) Warner Bros. Music Corp. АП rights reserved. 

ОК © 1928 Bregman, Vooco, and Conn Inc. Sub-published by Keith Prowse Music 


Publishing Co. Ltd. 
Used hy permission. 


— 


*The sbert music appears ш С, so melody must be transposed 10 А. 


Practice the sixty arpeggios in accented eighth notes as in Fig. 5. 
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Fig. 


Practice the sixty scales in accented eighth notes as in 


5 and 6 should be accompanied by an uninterrupted quarter- 


Both Figs 
note foot beat. 
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The following is a left hand stride solution to "Sweet Loraine” 
with a new chord appearing on every beat of the tune. This is a para- 
phrase of a stride treatment of this tune by Art Tatum (originally re- 
corded 2/22/40 on Decca Label 8715). 

The following table explains the code used іп this treatment: 

10— Root, 7th, 10th (5-2-1 fingering) 

7— Root, 3rd, 7th (4-2-1 fingering) 

3rd Inversion $—~7th, 3rd, 5th, Root (5-3-2-1 fingering) 

2nd Inversion 1—50, Root 3rd, 7th (5-3-2-1 fingering) 

This treatment employs all three spans (see Volume 3, page 18), and 
quick "rolling" may be essential for smaller hands. 

Each tenth is individually pedaled. 

On a first reading, the student will notice severa] tension points in 
relation to the melody and harmony, but as the forward motion begins to 
take place, these tension points will disappear. 


pick-up 

ю ю 10 10 10 10 4 10 10 n 7 i) 2 
بلاط‎ / I bYlix Vix Blo / ТІ ПЕ УЦ БУ / VI Пк Vm Ix / 
ю 7 10 1 10 1 10 7 ю 10 10 10 
Im IVx УП Шх / IH Vix billie bVIx / H HI IV Го / 
u} T T Юю 10 7 7 10 10 10 10 10 
HI bVIIx Vix blllx / ПІ bVix V м Z 1 БУХ Vix ماخ‎ / 
ЦИ 4 19 ю 10 7 m 7 10 7 0 7 

И IP VII bVIIx 7 Vi Их Vm Ix / Im 1۷× УП ПХ / 
10 7 o T ig 10 10 7 Ю 4 

Hi Ух МІФ РМК / H IH IV V / I F VI м / 


Vm МК Ix bV / 


bridge 

10 7 74 m 7 یر‎ 7 10 7 ю T 
IV pVIIM Ш М / IL V Em IVx / IV БУМ Ш Vix 
w 7 w т 10 7 н 1 m 7 но 7 
ПУ Im № / м МЫ Ш Vix / ЫП ФУ П V 

m 10 n 1 н} т ют 1902-10 10 10 

Ми bVIx Ш Vix / ЫП bVix П V Z 1 БМ Vix 2810 
10 4 n 10 19 7 0 7 lo т 10 7 
П Ш УП БУШ / УР Hx Vm Ix Z Im 1۷× VII ПЕ 

ю 7 M 1 ю WH ю 7 Xy аз n» 10 
ІП Vix bid bVIx 7 H Ш IV V ИТ [® Буф IVm 

10٦ ю ІІ 
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SECTION VIII 


LESSON 60. 
The Blues (harmonic) 


To a jazz musician, the blues means a fairly fixed set of chords or 
"changes" These chords have evolved from the archaic folk music of 
America and can be heard in the recordings of Blind Lemon Jefferson, 
Big Bill Broonzy and Leadbelly (Huddie Ledbetter). АШ jazz blues in- 
volve the I, IV and V chords in a 12-bar form. 

From this prehistory of the archaic blues has slowly evolved a con- 
ventional set of chords which most musicians accept as representative. 
These chords are as follows: 


Fig. L 
Ix / IVx / Ix / Vm Ix / IVx / IVx / I 1L / IN Ы / IL V / IL V И 


ов ы B 
1+8 Бо Z Ц V 4 *j** گر‎ IU FIVo / VI, БИх Ix + # 


(2) represents the final close ending the blues and is traditionally called 
а secen-beater (seven beats to the end — the last beat is not played). 
Otherwise the first ending (1) is taken and the twelve bars are repeated 
over and over. In the second ending the rhythmic pattern of the £nal bars 
is as follows: d J 4 4732 42714 

A more modern form of the blues was evolved by Charlie Parker іп 
the forties and, while respecting the main "pivot" chords, this new form 
contains many harmonic sequences not found in the traditional form: 


Fig. 2. 


It*lV / VlIm Illx** / VI Ilx*! / Vm Ix** / Im IVx / IVm БУШ 1 
IH / уш” / IL V / I V پر‎ OI** ршм / рим У 
(9 l** рих / ке ИА 


There is no "melody" for the blues. Many tunes using the term or 
title of blues axe not "blues" in the sense referred to in this chapter; these 
tunes evoke а mood sometimes referred to as "blue" — this is а poetic 
reference, not a musicological one. 

Transfer Figs. 1 and 2 to manuscript paper and write or play an im- 
provisation on the chord changes. Explore Figs. 1 and 2 in twelve keys. 


LESSON 61. 


The Blues (melodic) 


Tbe melodic aspect of the blues is of much greater significance than 
the isolated chord charts studied in Lesson 60. A strong feeling of the 
blues has characterized ай great melodic improvisation. In this sense 
the blues represent, along with ragtime, the basic substrata of all jazz. 

The basic idea of melodic blues lies in the "twang" of the sliding 
and crushed tones present in all archaic guitar. These infected tones have 
been simulated on all jazz instruments including the piano. Of all the 
instruments, the piano is in many ways the least efective in creating a 
blues feeling since once а tone is struck it canpot be changed or even 
sustained for any length of time. 

On the piano, "blue" tones are usually achieved by crushing one 
tone into another (Fig. 1). Because of the physical structure of tbe key- 
board, the most effective positions are those іп wbich a black note сап 
be crushed into à white note [ (b) and (c) in Fig. 1 ]. The reason for 
this is that the same £nger can be used for both tones by applying an 
arm stroke to the tones. This is called false fingering. This is impossible 
in (a) of Fig. 1 which requires two fingers to execute. 


Fig. 1. С à 
— 


This principle can be extended to two or more tones played si- 
multaneously. 


Fig. 2. 


In any interval, one tone (usually the lower) can be crushed while 
the second is held (Fig. 3). 


Fig. 3. 


147 


The most familiar sound associated with these crushed tones is that 


of the augmented ninth crushed into the m 
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SECTION IX 


LESSON 62. 
Patterns—Circle of Fifths 


It is apparent to the student from even a casual examination of the 
bass lines in the previous lessons that each tune uses patterns which are 
common to all other tunes. These patterns occur in several designs: 


1. Circle of Filths. 
2. Diatonic. 
8. Chromatic. 


Fig. 1 illustrates the twelve keys in the natural order of their signa- 
tures (C- пої; not; С - 1*; D- 25; ete). 


Fig. 1. Jazz circle. 


F^ ы 7c 
P d b3 
[ \ 
Ep Circle of Fifths A 
Ab E 
SM FR 4 
— сђ 


The circle can move clockwise through the sharps into the flats or 


counterclockwise through the flats into the sharps. 
The jazz circle moves counterclockwise. 
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Ш we place a number over each letter relating to the key of C, we 
derive the following: 


Fig. 2. Jazz circle. I 
We c V 
F G 
БУШ D^ 
Bp М 
pIH VI 
1 j 
bVI ш 
b E 


In practical terms, this means: 
V normally moves to 1; 
II normally moves to V; 
VI normally moves to lf, 
ПІ normally moves to VI; etc. 


The following patterns employ the circle of ffths: 
Н-У-1І 
111-۷1-11 1۔‎ 
Шо - Vix - He - V-I 
УП - Шх - VI- Hx -V-1 
I-IV-VlIm- HII - VI-H-V-I 
bYe - VIIx -HIo- VIx - Ho- V-I 


These patterns should be practiced in twelve keys with both hands. 


Fig. 3 is a bass line for "Pick Yourself Up," in the key of F. Note 
the key changes. This is an example of a tune employing the circle of 
fifths in a key series. Using the transposition method described in Lesson 
32, transpose Fig. 3 into twelve keys. The key series in Fig. 3 is as fol- 
lows: I- П - لاج‎ - 1. Improvise on Fig. 3. 


Fig. 3. 


(Е) U V / LIV / VII ШУМ Uk / V IV / Шш ых / 
(Е) H pix / 154 / (с) OV / I IV / VII Шк / VI Ш / 
(G) V IV / HI pIllx / Il pix / 1** / (Ap) I H / IM му 
(Ap) ук V / I / (X) ш, pve / ще VI / V IV / 
(Е) Ш plik / H V / I JV / VH шку VI Hx / V IV / 
(F) ш уйк / D ple / 146 // 


PICK YOURSELF ЧР--Бу Jerome Kern and Dorothy Fields 
© 1936 Т.В. Hanns Co. € renewed % The Welk Music Group. 
International copyright secured. АП rights reserved. 
Used by permission. 


LESSON 68. 


Patterns—Diatonic 


The term diatonic refers to the normal major scale. Diatonic patterns 
move through the steps of the scale both ascending and descending. 

Diatonic patterns usually appear in short fragments and are often 
combined with chromatic or circle patterns (see Fig. 1). 


Fig. 1. 
1-п-ш-рш.и 
1-VII- VI - jVI- Vin 
II - 11-1۷ -£IVx- V 
IV- HI -II- کل‎ f 
IV- V-VI- hV- V 
VI-V-IV- HI -II- V-I 


Practice these patterns in twelve keys using both hands. 
Fig. 2 is a bass line for "Tea for Two," in the key of Ap. As in the pre- 
vious lesson, transpose Fig. 2 into twelve keys; the key series is I - IH - E 


Fig. 2. 


(Ap) И HI / IV V** / E Пу Ш plllo / II IH / IV џез у 
(Ab) 1 IL / IIL IV / (C) H HI / IV У / I пу ш ро у 
(C) E III / 1۷ V** / 1 Шо / (Ab) V IV III plik / II III / 
(Ap) IV V** / 1 IL / ш ро / XI Шу IY V** у Ille у 
(Ap) уши / И Ше / үү Vix / Мо H / Ш IVmt* / 
(Ap) VI pilo / I pix у 1+* site مر‎ 

TEA FOR TWO- Lyrics by hving Caesar, Music by Vincent Youmans 


© 1924 (renewed) Warmer Bros. Inc. АП sights reserved. 
Used Бу permission. 


LESSON 64. 
Patterns—Chromatic 


Chromatic patterns also appear in short fragments. Common chro- 
matic patterns are: 
п-рпк-1 
ш-ршх-П-рпх-Г 
I- fo- I- Шо-ш 
I1 - pilo -H-pIIM -I 
bV4 -IVo - III - pIIIo- ПИ - pix- I 

Practice these patterns іп twelve keys using both hands. 

Fig. 1 is a bass line for “Jeepers Creepers,” in the key of Bh. Trans- 
fer the melody to manuscript paper noting key changes, Transpose to 
twelve keys using the following key series chart: I - IV - V- 1. Improvise 
on Fig. 1. 


Fig. 1. 

(Вр) ۷۶ا‎ IVo / Ш pllio / II BI / I** VI / ру IVo / 
(Bb) Ш plo / II plik / I** VI / руф IVo / Ш Шо / 
(Bb) لا‎ px / I+" VI / руф IVo./ IH ро / п Мк / 
(Bp) 1+* уо / (Ep) لا‎ IVo / IU pk / п ыы / I VI / 
(Е) П Мо / DI рух / گا‎ px / (Bp) Vi* У / руф IVo / 
(Bb) HI ро / IY plik / I** VI / риф Го / Ше Их / 
(Bp) И Ivo / VI? Их / И рих / It? уу 

JEEPERS ( re Johnny Mercer and Harold Warren 


А &5 d) W . Inc. i 
Ded دا‎ ons (renewed) Warner Bros. Inc. АН rights reserved. 
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SECTION X 


LESSON 65. 


Minor Scale-tone Chords 


Jazz is almost exclusively а major scale music. There are probably 
only five or six “authentic” (begin and end in minor) minor tunes in all 
jazz repertoire. However, the minor scale-tone chords are used a great 
deal in small fragments and are, for this reason, very important. 

The jazz musician approaches the minor tonality in the same practi- 
cal manner he approaches all musical problems. 


The following minor scales are the frame for most “classical” music: 
1. Harmonic minor — combination: 0 2 1 2 2 1 3 1 (Fig. 1). 
2, Natural minor —- combination: 0 2 1 2 2 1 2 2 (Fig. 2). 
8. Melodic minor — ascending combination: 0 2 1 22 2 2 1 (Fig. 
3}; descending combination: 022 12212 
(Fig. 3). 


Of course, the most effective "vertical" sounds are derived from the 
harmonic minor. However, the use of the 56 in the bass line destroys 
familiar patterns such as I]. VI- H - V. 
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To avoid this, minor jazz harmony has evolved as follows: 
Bass line — ascending melodic; 
Inner voices — harmonic minor. 
Combining these two elements, we derive the following minor scale- 
tone chords in C minor (see Fig. 4). 


Fig. 4. 


Bass-line scale 


The minor scale-tone quality values are as follows: 
POSITION Сновр SYMBOL 


Fig. 5. 


Bass-line scale 
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А minor scale-tone chords. 


Fig. 6 illustrates the minor scale-tone chords in D minor. 


Fig. 8. 


E minor scale-tone chords. 


Inner-voice scale 


Bass-line scale 


—— ہمہ сома А. cera‏ چ 


in the remaining keys. 


Fig. 7 illustrates the minor scale-tone chords 


Fig.7. Ep minor scale-tone chords. 


B minor scale-tone chords. 


Вр minor scale-tone chords. 


Ар minor scale-tone chords. 
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-tone chords. 


Fy minor scale 


F minor scale-tone chords. 
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Сф minor scale-tone chords. 


The minor scale-tone chords can be inverted in the same manner as 
the major chords. Fig. 8 illustrates the inversions of the scale-tone chords 
in D minor. 


NOTE: The diminished chord is always in root position. 


Fig. 9 is a bass line for “Yesterdays,” in D minor. Transfer the melody 
to manuscript paper noting key change to Вр major and the return to D 
minor. Since “Yesterdays” is written in half-time, the time values of each 
melodie tone must be doubled in order to create the necessary rhythmic 
framework for a jazz improvisation. Thus: 


d. becomes J. 2 becomes © 
4 becomes 4 4 becomes J 


Fig. 9. 


(d) 1** VI / N gllx / ІЗ VI / р / I** 1, / Im, / 
(d) VI / Ux / (Вр) VIIx$* / Hix / Vix / Hx / IE px / VI / 
(d) H / pilk Z 1** VI / H р / I** VI / Il pix / 
(d) 169 I, / Im, / VE / Пк / (Bp) VIIx?* / Uk / Уб / Ux / 
(Bp) I pix / I VI / (d) I / plx / Its / I+* уу 
YESTERDAYS—b« Оно Harbach and Jerome Кот 

© 1933 Т.В. Harms Со. © renewed % The Welk Music Group. 

International copyright secured. АЙ rights reserved. 


Used Бу permission. 


DRILL: Practice the minor scale-tone chords in twelve keys using both 
bands. 


LESSON 66. 
Minor Scale-tone Arpeggios 


The minor scale-tone chords involve two new qualities; I which is 
mL, and III which is M+. The minor large chord has appeared before as 
a suspended minor. The major augmented bas appeared as a suspended 


major. 


Arpeggios for these chords follow the tones as they appear in the 
chords. 


Fig. 1 is a bass line for "My Funny Valentine" in C minor. This is 
not an authentic minor tune since its final resolution occurs іп major. 
This is characteristic of many tunes in the jazz repertoire, Transfer the 
melody to manuscript paper and play the appropriate arpeggios of the 
chord changes, Note the key change. 


Fig. 1. 

(c) 1** / I, / Im, / Му IV Vm / IV IV, / VI / gll у 
(c) ۲+۰ / I, / Im, / VI / (Eb) IV / DI piix / I / pil / 
(Ep) Ту пуш / IV туе / Ш Е / VI рук Vm pV / 
(Ep) IV ну (c) ble / 1**/1,/ Im, / VI / IV! / ПЗУ / 
(c) Im УПк / (Ер) Vm pV / IV II / II plix / I** / 15* پر‎ 


MY FUNNY VALENTINE —bv Richard Rodgers and Lorenz Hart 
© 1937 by Chappeli & ہیں‎ Inc. © renewed. 
International copyright secured. Ail rights reserved. 
Used by permission. 
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LESSON 67. 


Minor Scale-tone Scales 


The minor scale-tone scales follow the rules described for the major 
chords. Scales for the mI. and М? chords appear in Lesson 48. 


The following is a bass line for "Just One of Those Things," in the 
key of D minor. This also is not an authentic minor tune. Many “minor” 
tunes such as this and "My Funny Valentine" start on the VI of the final 
major key which is often referred to as the relative minor. ІК із more 
practical to think of it as VL 


Transfer the melody to manuscript paper noting key changes, Abandon 
the melody and play appropriate scales with the chord changes. Impro- 
vise on the bass lines in Lessons 65, 68 and 67. 


(dy ыш // 1** / VI / I / V / (Е) Vm / Ix / у / Wo / 
(Е IU / plik / I / р / 1**/ glo / ИП, / (d) U pik / 
(d) 149 / VI / ز‎ / V / (Е) Vm / Ix / bVé / IVo / HI / þik / 
(Е) IE / pllx / I+" / Мо / (Ep) М/У / 1/ Џо/ W/V / 
(Ep) I** / Im IVx / (C) H / pix / I+* / МЕ / руф / Го / 
(C) Ш / plo у (d) IV IV, / pix / 1**/ VI/ لا‎ / V / 
(Е) Vm / Ix / IV / лы Ш / pix / کا‎ / ple / Its / ٣ 7 
(Е) 1** / те Ш 

JUST ONE OF THOSE THINGS— Words and music by Cole Porter 

© 1935 (re 


newed) Warner Bros. Ine. АП rights reserved. 
Used by permission. 
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SECTION XI 


LESSON 68. 


Open Position—Axis of the Seventh 


The problems of style are beyond the scope of this book. However, 
some prímary studies in tonal organization are necessary as a preparation 
for future work in keyboard conception. These primary studies are de- 
rived from the major scale-tone chords and involve a simple rearrange- 
ment of the tones. 

Fig, 1 illustrates the normal scale-tone chords in tbe key of C in what 
is called closed. position. 


Fig. 2 illustrates the same chords in open position: root and fifth in 
the left hand, third and seventh in the right hand. This position of the 
tones is called the axis of the seventh (seventh is top voice). 


Fig. 2. 
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Fig. 3 illustrates the scale-toue chords of G in open position — axis 


SP the seventh, Inversions, being rearranged scale-tone chords, have no third, fifth 


and seventh as such. However, they are treated in the same manner as 
normal or altered scale-tone chords. The first and third notes of the in- 
version are played with the left hand and the second and fourth notes of 
the inversion are played with the right hand. The student should remem- 


Fig. 3. ber that diminished chords cannot be inverted. Fig. 7 illustrates the in- 
versions on the five qualities, derived from the axis of the seventh, in the 
key of Ep. 
Fig. 4 illustrates the scale-tone chords of F in open position — axis 
of the seventh. 
Fig. 4. 
ерата 
Fig. 5 illustrates the five quolities оп C, open position — axis of the Ebm Ebu$ Ebr Ebm, БРЕ ЕР ЕРИ ЕМ, Ebo Gbo Ao Со 
seventh. 


DRILL: Play the scale-tone seventh chords, open position, axis of the 
seventh in twelve keys. All five qualities on twelve tones with 
their inversions. 


Fig. 8 is a bass line for "When Your Lover Has Gone,” in the key of 
С. Transfer the melody to manuscript paper. In ad lib style, play the 
chords in open position integrating the melody in octaves. (See Fig. 9. 
Copyright laws prohibit exact reproduction of the melody.) 


Fig. 6 illustrates the five qualities on C, open position — axis of the 
seventh, 
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Fig. 8. 


ТИТИ IVx / IVx / Ilx** Ци / рух / рух / 1 / I VI / 


Ux / Шоу Пу Ive / W px / D pllx / 1/ 1 / Vx / IVx / 
ш/к / БУ / БУШ / гу I Wm / Шоу pill / 


H / pum / bf М 


ОК € 1931 Remick Music Corp. Sub-published by Francis Day and Hunter Ld. 


U.S. © 1964 Wamer Bros. Ine. АЙ rights reserved. 
Used by pennission. 


WHEN YOUR LOVER HAS GONE—Words and Musie Бу E.A. Swan 
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of the third (third is top voice). The root and 
left hand, The seventh and the third are played with the right hand, 
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(Ep) flo // U / ыш / ту Slo / Пу / 1/ VI / 


(Ep) II / Wo / Шу рю / O / роу I / glo / H / pikte / 
(Ep) لا‎ / рь / I VI / Vm pV / IV / Мо / ш му 


(Ep) I / Io / III pHIx / I1 V / руф / № / Шу ро / 
(Ep) Ше pHix / H/ ыы / 1** / ге м 


(C) I / VI // (Ep) H / pllx / I / VI / I / IVo / HI / ри / 


(Ep) ТИ фо / U$ / pikes / 1 / I** / (C) IE / ук у 


TOMTOM PIU TRI gc در سس‎ 


Fig. 2 illustrates the scale-tone chords of Ap, open position — axis 


1 


open position — axis of the 


Fig. 3 illustrates the five qualities on Dh 
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Fig. 4 illustrates the inversions of the five qualities on Ap derived 


from the axis of the third. 
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Fig. 5 is a bass line for "I've Got You Under My Skin," in Ep. Transfer 


the melody to manuscript paper noting key changes. As in the previous 
lesson, play the chords in ad lib style in open position, axis of the third, 


integrating the melody in octaves. 
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the circle described above, we derive Fig. 2 (the jazz circle, like the circle 


in all tonal music, moves counterclockwise). 
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If we play the circle a second time with a descending chromatic scale 


beginning on the minor seventh, we derive the following (Fig. 3): 


[LZ — в مم‎ =- 
P و‎ 
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The major third and the minor seventh have been chosen because the 
dominant circle formed by these intervals is the primary circle in jazz har- 
mony. 

Fig. 4 above illustrates a basic principle of all tonal harmony which 
is evident in any Bach Invention: In a circle of fifths, the third becomes the 
seventh and the seventh becomes the third. 

Fig. 5 is a bass line for “Lover Man,” in the key of F. Transfer the 
melody to manuscript paper noting key changes. As in Lessons 68 and 
69, play the chords in ad lib style in open position integrating the melody 
in octaves. 

Numbers over the Roman numerals indicate axis to be played on each 
chord to insure smooth voice-leading. 


—X—— PRI 


Fig. 5. 


(Е) VI Их / VE Hx / H V / II V / Ix / Wx / Ví Ds рия у 
ری‎ ТТУ Vim Ше / VE Hx / М II / IL V / IL V # Ix / У 
(Е) рух Ux рИх / 1 / (с) ши пе / IL pllx / 1 تیم‎ / 
(Е) из ци / при / E IV / VII His / VI Ux / VI ІШ / 
(Е) HV / IL V / кух / БИ Ш px / 1 7 


LOVER MAN (Oh Where Can You Be?)—by Jimmy Davis, Roger "Ham" Ramirez. and 
jimmy Sherman 
© 1941, 1942 by MCA Music, A Division of MCA ine., New York, N.Y. © renewed. 
АЙ rights reserved. 
Used by permission. 
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LESSON 71. 


Basic Professional Piano (melodic) 


We now have in our grasp sufficient material to play what might be 
called basic professional piano. In other words, mest professional players 
seem able to reproduce a simple but effective sound which fulfills mini- 
mal requirements. This sound does not demand 2 florid technique and, 
above all, does not sound like sheet music. It is based on one primary 
factor that is used in whole or in part by every professional pianist playing 
today. This basic idea is open position — axis of the third and axis of 
the seventh, However, the use of the octave melody in Lessons 68, 69 
and 70 is awkward in that the phrasing of the melodic line must be con- 
stantly interrupted in order that the chords be played at their appointed 
positions. This device was used only to introduce the mechanics of this 


type of keyboard orchestration. 


The professional uses the axis technique but, instead of playing the 
melody in octaves, he simply adds the melody to the right hand in a 
single voice above the third or the seventh (see Fig, 1). 


The simple rule for this procedure is as follows: Play the root and 
fifth in the left hand. Play the melody in the right hand, adding the 
nearest third and seventh immediately below the melody. 
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Fig. 2. 


Fig. 4. 


16 


For example, іп Fig. 2, the melody note is D, the chord is I in the 
key of C. The root (C) and fifth (С) are played in the left hand; the 
melody (D) is played in the right haud; the two nearest axis points below 
the melody are the seventh (B) and the third (E). 


Fig. 3. 


Fig. 3 illustrates the D melody note with the Cx, Cm, Сф and Co 
chords. In each case, the axis formed by the D with the C chords is that 
of the seventh. 


In Fig. 4, the melody note is G, the chord is I in the key of F. Here, 
the two nearest axis points below the melody are E (scventh) and A 
( third). 


Fig. 5 illustrates the С melody note with the Fx, Fm, Еф and Fo 
chords. Here the axis (top voice) is the seventh. 


Nore: When the melody note falls on the third or the seventh (see Fig. 6), 
double the voice an octave below іп order to maintain three voices 
in the right hand. 


Fig. 6. 


Generally, the axis of the seventh is the stronger and should be used 
whenever it is physically possible. In Fig. 7, the second voicing is prefer- 
able to the first for harmonic depth. However, this is a corollary of the 
basic rule of the third and the seventh immediately below. 


Fig. 8 illustrates the application of tbis technique to the melody in 
Lesson 7, Fig. 1. 
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TENDERLY-—Lyrics bv Jack Lawrence, 


Тһе numbers over the symbols in Fig. 10 indicate the axis іп each 


case which is determined by the melody note position. 
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International copyright secured. All rights reserved, 


Used by permission. 
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LESSON 72. 
Basic Professional Piano (improvised) 


jazz piano until 1940 was dominated by the concept of swing bass 
which was evolved from the early ragtime period. The four masters of 
swing bass piano were Earl Hines, Fats Waller, Teddy Wilson and Art 
Tatum. 


One of Tatum’s most spectacular devices in the left hand was a circle 
of fifths pattern of alternating full tenths and sevenths (see Fig. 1). 


This was not а swing-bass design as such although it did give the 
feeling of the quarter-note pulse basic to swing-bass piano. 

The student will notice that Fig. 1 is almost identical with Fig. 4, 
Lesson 70, except that the bass design has been inverted. The student 
will also notice that he probably is unable to play many of the tenths 
(Dp involves the widest stretch). 

After 1940 the problem facing the jazz pianist was to evolve a left 
hand style that would no longer contain the rigid symmetry of swing bass, 
but at the same time would fulfill basic harmonic requirements. In other 
words, the rhythmic responsibility of jazz piano was taken from the left 
hand and placed in the right. 

Although many pianists were involved in this revolutionary step, the 
master figure is Ear] “Bud” Powell. Powell's solution to this problem was 
magnificently simple (Fig. 2). This is Fig. 2 of Lesson 70 reduced to 
one hand. 


These thirds (fingering 2-1) and sevenths (fingering 5-1) are usually 
referred to as "shells"—the term refers to the more common seventh 
shell employment of the outer elements of the chord. 


These left hand shells are indicated by a point system as follows: 


If we compare the first two steps of the series in Figs. 1 and 2, we А 2 à 
| (Key of F) Ht vic - ÎÛ - Û - Î which reads: 


find the following (Fig. 3): 


: ПІ — point of seven 

i VIx — point of three 

{ II — point of seven 
V — point of three 
I — point of seven 


Fig. 3. 


(See Fig. 5.) 


In the top stave of Fig. 3, both chords are dominant since both con- 
tain a major third and a minor seventh (whether the omitted fifth were 
perfect, diminished or augmented, the chord would remain dominant). 
In the bottom stave of Fig. 3, the shell C-E could represent the follow- 
ing chord fragments: 


SHELL QUALITY FRAGMENT 
C-E CM (C- E- G- B) 
C-E Cx(C E G Bb) 
Again, in фе bottom stave of Fig. 3, the interval F-Eb could repre- n ix М 1 1 

sent the following chord fragments: 
SHELL QUALITY FRACMENT Е E 
F-Eb Fx (F-A-C- Eb) : Inversions are indicated by playing the outside voices of the partic- 
F-Eb Fm (F - Ab - C - Ер) | ular inversion and are always played at the point cf six (in all inversions 
F - Eb Fo (F - Ab - Cb - Eb) A the distance between the top voice is either а major or minor sixth — so 


too with +6) (Fig. 6). 

This means that the series in Fig. 2 only "implies" certain 

qualities—the missing tones (3rd, 5th or 7th) must appear in the right 
hand improvisation (Fig. 4). 
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lay an improvisation on Fig. 7. Apply this style technique 


DRILL: Write or p 


lowing simple 


to previous assignments in the book using the fo 


rules: 
1. In diatonic progressions (Fig. 9), use sevenths only. 


2. In chromatic progressions (Fig. 10), use sevenths only. 


int 


on all dominant 


use point of seven on all 
use point of three. Dominants in Rules ) and 2 always take po 


major, minor, half-diminished and diminished chords; 


chords 


circles of fifths progressions (Fig. 11), 


3, In 


of seven. Alternate consecutive dominants with three and seven when in 


circle of fifths. 


illustrates the basic circle of fifths series from the twelve 


positions. All thirds to be fingered 2-1; all sevenths 5-1. 


Fig. 11 


11, ail accidentals terminate where they 


In a schematic such as Fig. 


originally appeared. 


The student is strongly advised to study and memorize Fig. 11 in 
order to create the automatic facility necessary to jazz performing. 


ہے 
- 
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Fig. 12 illustrates a stylized bass line on Fig. 2 in Lesson 60. 


SECTION XII 


LESSON 73. 


Standard Procedure 


The following rules can be helpful in tracing the necessary steps toward 
в professional jazz performance. 

l. Explore melody and chords in several keys. 

( The following steps refer to written key.) 

2. Explore arpeggios for each chord. 

8. Explore scales for each chord. 

4. Memorize melody and chords. 

5. Memorize chords alone — no melody. 

In the beginning the student may not be able to accomplish steps 4 
and 5; if so, they should be skipped. However, at some later time, these 
steps should be learned in their natural order. 

The following rules should be accompanied by a quarter-note foot 
beat — abandon the melody: 

6. Play chords in the left hand, eighth-note arpeggios in the right hand, 

7. Play chords in the left hand, eighth-note scales in the right hand. 

8. Play chords in the left band, eighth-note triplet arpeggios in the 

right hand, 

9. Play chords in the left hand, eighth-note triplet scales іп the right 

hand. 
10. Play chords in the left hand, sixteenth-note arpeggios in the right 


Е . hand. 
Fig. 13. E А Н. Play chords in the left hand, sixteenth-note scales in the right hand. 
= | 12. Мау chords in the left hand, apply rhythm combinations to 
arpeggios. (Lesson 38) 
13. Play chords in the left hand, apply rhythm combinations to scales. 
(Lesson 52) 
14. Play chords in the left hand, apply rhythmic composite to arpeggios. 
(Lessons 39, 40) 
15. Play chords in the left hand, apply rhythmic composite to scales. 
(Lessons 53, 54) 
16. Play chords in the left hand, combine previous clements into an 
improvisation. 
17. Stylize left hand as in Lesson 72. 
18. Do not use the sostenuto or "loud" pedal when improvising. 


€ MD 


In general, the fifth finger of the left hand should appear in the second 
octave below middle C, which means that the hand is shifted down one 
octave from the scale-tone chord position (see Fig. 13). 
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LESSON 14. 


Ear Training 


The problem of developing the ear for what is called изка of 
major importance in performing jazz. It goes without saying that the hear- 
foe deca ір jazz are extremely high and no effort should be spared in 
the development of the ear. The following outline indicates the hearing 
levels which occur simultaneously in the performance of a mature jazz 
musician: 


MEME LEE d 
ааа Chord progression 
= Passe Or beat 

To hear these five levels simultaneously is a basic prerequisite for 


superior jazz playing. 


The following rules can be of great value in building a secure relation- 
ip between the ear, the eye and the hand. 

ш 1. Play any scale. Ripa any tone of the scale and check at the keyboard. 

2. Strike any tone on the keyboard and sing any of the remaining 
eleven tones. 
8. Play any tone and sing the third, fifth and seventh of the fve 
qualities. 

4. Play and sing the scale-tone chords in twelve keys. 

. Play any scale and sing the various altered chords on each tone. 

‚ Play any scale and sing the various chromatic chords on each tone. 

. Play any scale and sing the various altered chromatic chords on 

each tone. 

8. Repeat the previous steps with inversions. 

9. Play the bass notes (omit the 3rd, 5th and 7th) in a two-part form 
and sing the melody. 

10. Repeat step 9 and sing the bass line. 

11. Repeat step 9 and sing the qualities of the bass line. | 

12. Use tenor saxophone (closest instrument to human voice) record- 
ings to sing the saxophone "line" simultaneously witb the recording. 

13. Identify bass lines оп recordings. Indicate bass lines іп Roman 
numerals. 

14. Рау the fifteen two-part Inventions of j. S. Bach — first singing 
the right hand voice, then tbe left hand voice. 
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LESSON 75. 


Memorization 


To say that memorization is important to the playing of jazz is equiva- 
lent to saying that a' knowledge of harmony and rhythm ís important to 
the playing of jazz. 

Memorizing the elements that go to make up an improvisation ís 
concentrated in one factor — the procession of the chords in their rhythmic 
frame. 

This chord procession includes all the elements described ín the 
previous chapter on Ear Training. Of course, the problems of memory 
and hearing are closely related, although memory can operate on three 
levels: (1) Mental; (2) Muscular, (3) Auditory. 

Method 1 (mental) is the least preferred and involves thinking of the 
Roman numerals comprising a bass line (1, VI, 16, V, etc. ). 

Method 2 (muscular) involves automatic playing (memorized hand 
positions) which can be found in all professional playing, particularly in 
the classical field. In topfiight jazz piano, automatic playing should be at a 
minimum in order to give the performer the highest degree of spontaneous 
rhythmic and tonal freedom. However, the muscular method can be help- 
ful as a starting point for the student. This involves learning the various 
hand positions of the chords until they can be played without hesitation. 
When applying the outline of procedure in Lesson 73, the student will find 
that mastering step 4 will not necessarily mean the same for step 5. The 
hands will not be able to function independently in the beginning, although 
hand independence must eventually be achieved for good jazz playing. 

Method 3 (prehearing) means a memorized hearing ~~ heard in antic- 
ipation of the moment of playing. This is the ideal we all seek and is the 
reason why fine jazz playing is a challenge both to play and appreciate. 

Apply the rules of procedure to all the bass lines in this book starting 
on whatever practical level necessary for the student, 


LESSON 76. 


Sheet Music Conversion 


The problem in converting sheet music is one of simplification; sheet 
music is much too complicated to provide a simple harmonic structure for 
improvisation, However, sheet music is the only practical means of deter- 
mining the intention of a composer. Unfortunately the aspect of most 
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importance to the improviser — the bass line — is of comparatively minor 
importance to the composer. 

The following steps are suggested as a means of isolating the fabric of 
& tune from the melody and orchestration of the sheet music. 

1. Convert guitar symbols to Roman numerals. Guitar symbols appear 
in letters; these letters must be given a numerical position in the key. The 
following table on C indicates the values of the letters and their conversion. 
All letters will function in the same manner. 


C Major: С 
С Maj. 
С Maj. 9 
с 


С Dorninant: С: 
ce 
си 
Ct 


C Dominant Ғ; С" susp. 4 


C Dominant *; عم‎ 
c+ 


C Minor: Cm* 
Сі” 
С mint 


C Half-diminished: Ст? 
Cm’? 
E’m** 


C Diminished: C dim. 
Co 


RULE: On all т” symbols, build а half-diminished chord a minor third 
below. 


2. Convert notation in bass and treble clefs to Roman numerals. In 
many cases this step can be extremely difficult; however, if the student 
starts with the lowest note in the bass and searches out the third, fifth and 
seventh, the quality of the chord should emerge. If one or more of these 
tones cannot be found there is a fairly clear indication of the presence of 
an inversion, 


= 516 ıs the first inversion of а Сф chord which should be played in root position. 


3. Compare the two results (letters and notation) for the best solution. 
This step involves the problem of removing many of the faults common 
to most sheet music: 

(a) Unprepared dominant chords; 

(b) incomplete patterns; 

(c) interrupted patterns; 

(d) key changes not indicated; 

(е) additional chords for melodie adjustment; 
(4) misspelled inversions. 


The solutions are as follaws: 

1. When a dominant chord appears on the first beat of a bar and is 
held through four beats, prepare the dominant by playing a minor or half- 
diminished chord a perfect fifth above for the first two beats. 

2. И a chord series such as I / П У / appears in sheet music, this 15 
an incomplete pattern. It should be I VI / IH V /. If Hi VI У / appears, 
this too is an incomplete pattern. It should read III VI / ЦУ 7. 

8. Interrupted patterns: 


Sheet music: Pattern: 


Hi lix / H V 1 Ш Ix / H П / I 
HI VI / 11:11 HI VI/HV/I 
VI VI +* / УП IIIx / VI VI Ve / VII Ix / VI 

4. Key changes: The presence of a major chord on other than I or IV 
is a clear indication of a new key. If, in converting to Roman numerals, the 
student finds, for example, VM, II Maj. *, VIM, an immediate adjustment 
should be made in the signature no matter how fragmentary. 

5. Many sheet music bars contain three or more chords: one or two for 
he basic harmony and the remaining chord or chords to cover isolated 
melody tones which clutter the frame for an improvisation. Omit this 
“cover” chord. 

6. Often, an inversion will appear in the notation but is spelled in the 
guitar symbol as a root position chord. In cases of this sort, the notation 
should be fallowed indicating the inversion position. 

In concluding this lesson, the following rules are well to keep in mind: 

The major chord can move anywhere. 

The dominant, minor and half-diminished chords usually move 
down a P5 or down a m2. 

The diminished chord moves up а m2 or moves down a m2. 

The conversion of 3/4 time to 4/4 time is discussed in Lesson 7I. 
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LESSON 71. 


Touch- Technique 


The technical demands of modern jazz playing аге іп many ways com- 
parable to those required by serious music. On some jazz instruments 
(notably the trumpet), levels of virtuosity have often exceeded those ob- 
taining in the concert Веја, 

In jazz piano, Teddy Wilson and Art Tatum established the modern 
levels of virtuosity although their styles utilized a great deal of legato play- 
ing which has in recent years undergone vital changes. 

The major figure after Wilson and Tatum is Bud Powell who, despite 
his revolutionary contribution to modern jazz piano (abandonment of 
swing bass, etc.), retained much of the finger legato playing of the earlier 
period. George Shearing in general continued the legato sound with an 
emphasis on block chords skillfully pedalled to resemble the sound of a 
saxophone section. Shearing’s “single line” was classically conceived along 
the lines of a Mozart rondo. 

Along with the virtuoso Powell school, there appeared the beginnings 
of a primitive school of pianism led by Thelonius Monk. This style remained 
in а relatively undeveloped stage until 1951 and the appearance of Horace 
Silver, who founded the modem articulation approach to jazz piano. This 
was a revolutionary movement away from the finger legato and toward what 
might be described as a "wrist" legato. This means the use of a quick 
wrist stroke on practically every note which is cushioned and connected by 
the finger clinging to the key. On fast sixteenth- and thirty-second note 
passages, this wrist stroke is abandoned in favor of the finger, but the es- 
sential eighth-note strokes nearly all start at the wrist. This is an attempt 
of the pianist to simulate the hard, sharp attack of the various jazz horns. 

In the last seven years this style of articulation has become the ver- 
nacular sound of modern jazz piano. Oscar Peterson has furthered the artic- 
ulation style by enhancing it with a virtuoso technique reminiscent of Axt 
Tatum's. There is little of the classical legato in Peterson, who is un- 
doubtedly the outstanding jazz pianist today. 

Hampton Hawes has effected a fusion of the Powell architecture and 
Silver's touch. Hawes has brought the Charlie Parker "line" concept to the 
keyboard with a definite emphasis upon the articulated stroke. 

This wrist stroke is по! a staccato or half-staccato. Classically trained 
pianists immediately apply a staccato technique to jazz playing with disas- 
trous results. In classical terms, the stroke is more related to a marcato 
attack, but never a staccato. 


General knowledge and playing experience with the literature of the 
keyboard are essential to jazz performing, although some composers are of 
more value than others. 

Bach, Mozart, Chopin, Brahms and Debussy are the major influences 
prevalent in jazz piano, although familiarity with all composers of ай 
periods can nourish the student in his work, 

Jazz hornmen are an important influence on all jazz pianists, with 
emphasis on the tenor and alto saxophone. 

Hanon studies in twelve keys are valuable in building key facility 
and the diatonic feeling of jazz harmony. 

In conclusion, a jazz musician can be only as good as his degree of 
exposure to all music regardless of the instrument or the period and, of 
course, as bis degree of mastery of his instrument. 


Recordings 


Unlike the literature of classical music, jazz literature does not and 
cannot by its very nature appear as written or notated music. Recordings 
аге the only permanent document of jazz literature and the responsibility 
of becoming familiar with this literature rests heavily upon the student. 

It is important for the serious jazz student to study the basic discog- 
raphy of jazz from 1925 to the present day. This study should be ap- 
proached on two levels — general, and specific instrument, 

Study in the first category should be sufficient to identify general stylis- 
tic features of each period with a knowledge of the major Bigures (regardless 
of instrument) of each period. 

Study in the second category should have reference to the specific 
instrument chosen by the student. Here, the research should be more 
intense, with serious study of each period, its stylistic patterns, the com- 
positions played, the techniques employed, etc. 

The following outline indicates some of the major figures on each of 
the important jazz instruments: 


Arranger: Bands: 
Fletcher Henderson Fletcher Henderson 
Duke Ellington Benny Goodman 
Dou Redman Duke Ellington 
Sy Oliver Jimmie Lunceford 
Gerry. Mulligan Count Basie 
Bill lolman Woody Herman 
Nelson Riddle Gerry Mulligan Tentet 


Stan Kenton 
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Bass: 
Pops Foster 
Jimmy Blanton 
Oscar Pettiford 
Ray Brown 
Charles Mingus 


Clarinet: 
Johnny Dodds 
Pee Wee Russell 
Artie Shaw 
Benny Goodman 
Stan Hasselgard 


Drums: 
Baby Dodds 
Chick Webb 
Gene Krupa 
Kenny Clarke 
Jo Jones 
Max Roach 


Guitar: 
Eddie Lang 
George van Epps 
Charlie Christian 
Django Reinhardt 
Tal Farlow 
Joe Pass 


Piano: 


Jelly Roll Marton 
Earl “Рафа” Hines 
Fats Waller 

Teddy Wilson 

Art Tatum 

Earl "Bud" Powell 
George Shearing 
Horace Silver 
Oscar Peterson 
Hampton Hawes 
Wynton Kelly 
Herbie Hancock 
McCoy Tyner 

Bill Evans 


Alto Saxophone: 


Benny Carter 
Johnny Hodges 
Charlie Parker 
Lee Konitz 


Tenor Saxophone: 


Bud Freeman 
Coleman Hawkins 
Lester Young 

Stan Getz 

John Coltrane 


Miscellaneous Instruments: 
Milt Jackson-—vibraphone 
Jean (Toots) Thielemans-—harmonica 
Serge Chaloff—baritone saxophone 
Jimmy Smith—organ 
Red Norvo—xylophone 


Trumpet: 
Buddy Bolden 
Louis Anustrong 
Bix Beiderbecke 
Roy Eldridge 
Bunny Berigan 
Dizzy Gillespie 
Miles Davis 
Chet Baker 
Clifford Brown 


Trombone: 
Kid Ory 
Jack Teagarden 
Tommy Dorsey 
JJ. Johnson 


Vocalists: 
Louis Armstrong 
Bessie Smith 
Jack Teagarden 
Bing Crasby 
Joe Tumer 
Billie Holiday 
Eddie Jefferson 
Frank Sinatra 
Ella Fitzgerald 
Anita O'Day 
Four Freshmen 
Hi-Lo's 


Lambert-Hendricks-Ross 


This list is by no means exhaustive. It is a general guide to the vast 


jazz literature. 


It is important to remember that many of the most important ad- 
vances have occurred on the trumpet and saxophone and were later 
transposed to other instruments; ie, Armstrong to Hines, Parker to 
Powell. The point is that the "lines of influence" in serious music are 
fairly direct; in jazz, these lines crisscross in many ways from instrument 
to instrament and from period to period. Full knowledge of these transi- 
tions is essential to the development of a thorough background. 


The following is a brief chronology of the history of jazz piano. 


Barrelhonse 1900 


Ragtime 
Morton odiis 
Fusion 
1925 
Waller Hines 
| | 
Tatum Wilson 
Fusion 
1940 
[ 
Earl “Bud” Powell 
. = | 
Dissidents Rhythmic Harmonic 
Thelonious Monk Horace Silver George Shearing 
Lennie Tristano Hampton Hawes Wynton Kelly 


Erroll Gamer 
Dave Brubeck 
Cy Walter 


Oscar Peterson 
Herbie Hancock 
Bill Evans 
McCoy Tyner 
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SECTION XIII 


For Further Study 


In this section, a number of additional figured bass lines are рго- 
vided to enable the student to expand his knowledge of the preceding 
lessons. Follow the previously suggested procedure of writing the tune 
out on two or three staves, depending on which lesson is being ex- 
panded. 

The song “Carolina Shout" is included here as а Jesson in the style 
of Thomas "Fats" Waller. It is, jn the opinion of the author, an ideal 
example of Waller's stylistic contributions. 


Dolphin Dance 


The following is a bass line for "Dolphin Dance" іп Eb. Note key 
changes. 
(Eb) Y / xf? / 1 / МИХ pVIIx / VI VI, / IV / VI VI, // 


(С) П bux / 1 // (Eb) IVm М, H / V fiVo / VI / VI, // 


amit 5 it 5 
(С) ПАБ / 1 / Ix*? / 1523 / Ix? Ix / БУШ / Буйка / 
(С) БУЫ / VI Их / bVIx 7 У / IHE / Vix уф / bVm / VII: / 
(С) Vies / Гу / VIs ر‎ И 


DOLPHIN ПАМСЕ by Herbie Hancock 
urtesy of Hancock Music Co. 
Used by permission. 
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Invitation 


The following is a bass line for "Invitation." This tune presents a 
unique problem due to the absence of major chords (the normal cadence 
chord) with the exception of the final chord. Note key changes. 


(CO HZH /H /V / IL / V / Vm / Ix // (Eb) 11557 / U7 / 
(Eb) IE / V / IL / V / Vm / Ix // (Db) ИГУ // (B) 11587 / INF? / 
(B ID/V // (A) ПР / H** / I1 / V // (C) VI / VI, / IVx 7 
(C) IVx'? / IIIx?* / ЫНх / H157 / EET / IL /V / 11 /V / Vn 7 Ix /7 


(Eb) ПИН, / bBVIIM'5 / bVIIM*5 / ИФ / ۷۶۶ / Im, / Im, 7 


INVITATION—by Paul Francis Weber and Bronislau Kaper 
€ 1952, 1956 Metro-Goldwyn-Maver Inc. © renewed 1980. All rights controlled by 
Robbins Music, a catalogue of CBS Songs, a Division of CBS Inc, 
International copyright secured. All rights reserved. 
Used by permission. 


West Coast Blues 


The following are a head chart and a blowing chart for “West Coast 
Blues” in Bb. Note 3/4 time signature. 


HEAD CHART 

$ Ix / 4 / БУХ /W / Ix 7 / bli Вх /Пх/ж/ж/ж/ 
Pix fA ASAIN IANA. И МИХ / bVIM / БИ 7 
2 Ix / ۶ ИУ / ЖУК /жЖУ/М / ЫП bVIx 7 IVx AL ALRI 
4 


кК/жл/е/ж/У/ж/ЛУК/Ж/ Ix 7 DIE / bVIM / blix И 


BLOWING CHART 
3 Ix / wx / bVIIx / 7 Ix ZA / ИМ / IVx / ж / IVm / bVIIx / 
ЗІП / Vix / ЫШ / bVix / I1 / HE / IV / bik / 
ShVIM / bIIx # 


WEST COAST BLUES by Johni L. (Wes) Montgomery 
€ 1960 Taggie Music Со., a Division of Gopam Enterprises, Inc. 
Used by permission. 


The Summer Knows 


The following is a bass line for “The Summer Knows” in (f) minor. 
Note key changes. 


ick 

(D өк // 5/1 / Im, / VI ZIV / I / IV, / 11 // 

(Е) V3 V/I/1ó /1/Vm I /IV И (А) НФ V/1V/17 
(АБ) УТУ ТИ (С) V/I 17 (E) Hà bx / 1 7 IQ, / 17 


(Е) Пф, // ( Im / 1۷ / 186 / [+68 7 


SUMMER ОҒ 42— THE SUMMER KNOWS—by Michel Legrand and Alan and 
Marilyn Bergman 

© 1971 Warner Bros. Music Corp. All rights reserved. 

Used by permission. 


Time After Time 
The following is a bass line for "Time After Time" in Bb. 

I Vi / I Уз 7 HI VE/ ہر‎ V2 / E / IV / Vim / Шх / VI VI, / 
Буф VIIx / 11857 Ш? / Пф Vix / пее Пт / ڑ‎ bVIx / V3 /V / 
I VI / II V75 / III VI / H V5 УТ VÎ bVlo / Vm БУ / IV / bVIIx / 
I Ia / Ibe Ig! / Vip bV / IVm bVIIx / IH ЫНо / H БИ / 1*5 / 
ге; 

TIME AFTER TIME-—Lvrics by Jule Styne, Music by Sammy Cahn 


€ 1947 (renewed) Sands Music Corp. АЙ rights reserved. 
Used by permission. 


For All We Know 


The following is a bass line for "For All We Know” in the key of F., 
pick-up 
БИ // VI / Ux / V / Ц bIIx / 1 IE / Шф Бх / ПРЗ? 7 у 


II ВПо / Ш / bio / 11 П, / Vilm bVIEx / NE? VI*3 / VI billo / 

Ц / V93 71 VI / IPS 7V 7II БИХ / ] 11 / Шф МИХ / 115587 187 / 

Н ЕПО/Ш VI / Буш VIIx / Шх БУПх / VIx?? Vix / II bVIx*5 / 

VV 2158 7138 у 

FOR ALL WE KNOW-- Words by Robb Wilson and James Griffin, Music by Fred Karlin. 
© 1970 by Musie Corporation of America, Inc., New York, N.Y, Rights administered 


by MCA Music, Division of MCA Inc, New York, N.Y. АЙ rights reserved. 
Used by permission. 
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Тһе Preacher 


The following is a figured bass for "The Preacher" in F. 


үз // | bVIo / Vm bV / [Vx bVIIx / 1 ۷۶ / 


pick-up 


ЕТУ Vilm Шу / VI??? Ут / VI Их ИН ۷۶۰ / 1 bVIo / Vm Ix / 
Im IVx / Viim НЫ / IV** Мо / VI, VE / U V9 / [59 ۷ / 
1:6 V*3 // I bVIo / Vm БУ / IVx bVIIx / I ۷۶۰ / ТУ VĪim Шх/ 
VIZET ура / VI Ilx / II V= / I bVIo / Vm Ix / іш IVx / VIIm IIx / 
[ув  ТУО / VI, VI / I] V? / +8 уз / [+6 سر‎ 


THE PREACHER—by Horace Silver 
€ 1956 by Silhouette Music Corp. 
Used by permission. 


Desifinado 


The following is a figured bass for "Desifinado." Note key changes. 


(Е) I / یئ‎ ЦП / w / V / V / Шф / Vix / Il IE, // 

(D) Wg V/I/Ix //(F) VIG / Hx / БИМ / /Y1/ ^/ Ш پر‎ 
(Е) w / I| / V / Шф / Ух / II III / Мт bVIIx / I VI // 
(А) Пф bHx / ۱/۷/11 /۷ / 111 /۷[ / 11 /۷ / 17۷ 1 7۸4,4 
(Е) УПт / [11×5 / VI / Ux / И / БИХ / fix / bx 7 I / یٹ‎ / 
(Е) ПХ / ж / IL/ V / HI / Му / UI HI / IVm БУШ / ] УІ / 
(Е) Ix / bVó / IVm / Шх25 / БЫ / IIx / БИМ / 1 / 1+89 پر‎ 


DESIFINADO—Words by Newton Mendonca, Music by Antonio Carlos Jobim 
© 1959 and 1962 Editora Musical Arapua, Sao Paulo, Brazil. TRO-Hollis Music, Inc. 
New York, controls all publication rights for the USA and Canada. 
© 1962, Bendig Music Corp. assigned to TRO essex Music Ltd., 85 Gower Street, 
London, WC1 for the territories of the British Empire and Commonwealth of Nations 
{excluding Canada) and the Republics of Ireland and South Africa. 
Used by permission. 


Our Love Is Here to Stay 


The following is a bass line for "Our Love Is Here to Stay" in the 
key of F. 


vL Hx / H М3 / 196 H / I VI / Ux" / آ1‎ Hs / ӘУІІх Vix / 
Ix ٹ‎ [16 / 1 Vix / II V / I IV / VII HIx / VIFF? VI / VI Hx / 
И bVix / V VI / Пху / [E VF? 7 8 IL / IH VI 7 Ix? / ПЦ, / 
bVIIx VIx / Hx Е По / HI VIx / II V / Ут Ix / 1۷+۶ Уо / VI, VE / 
П V? /p*5/ 176 سر‎ 


OUR LOVE 15 HERE TO STAY—bv George and Ira Gershwin 
€ 1938 Бу Chappell & Co., Inc. © renewed. 
International copyright secured. АЙ rights reserved. 
Used by permission. 


Here's That Rainy Day 


The following is a bass line for "Here's That Rainy Day" in Bb. 
Note key changes. 
(Bb) I VIIx*5 // (Gb) Ш, МІк/ІЛІУ 7 
(Bb) П 111 / IV ۷ / ] VI / Vm БУ // 
(Db) II*** 0۶۶ / Il bIlx / 1 bV / IV IV, If / 
(Bb) 11227 کر‎ / 1 V / bVHIx Vix / bVIx V / E VIIx?? 77 
(Gb) Ш, bllx / 1 7 IV // 
(Bb) H ШУМ V / Ix 7 Vm ا‎ / IV / 
(Bb) VIÉ Мо / 111 VI / tx / IL ]آ11‎ / JV ۷ / 1+ / [°6 


HERE'S THAT RAINY DAY—by Burke and Van Heusen 
© 1953 by Burke & Van Heusen, Inc, © assigned to Bourne Со. & Darsey Bros. 
Music, Inc. € renewed. 
Used by permission. 


The Girl from Ipanema 


The following is a bass line for "The Girl from Ipanema” in Е. Note 
key changes. 
(Е) ТИТИ Пх5 / IIx*? / 11 / پ1۷‎ / HI blllx / IE blIx 7 17 1 / Их / 
(ЕЁ) Пх / 1 / bllx /1/1 (ЕЁ) I 71 / IVx / IVx / Im / Im И 
(Е) Vix / Vix / IE / II / bVIIx / bViix / 111 / МЗ / ПУ VS / 


(Е) ТИТИ Пк / FIxPS 7 ¥ / bIIx / 1 / бих / 17/7 БИХ / 17٤7 


THE GIRL FROM IPANEMA (CAROTA DE IPANEMA)—Music by Antonio Carlos 
Jobim, English words by Norman Gimbel, origina] words by Vinicius De Moraes 
© 1963 by Antonio Carlos Jobim and Vinicius De Moraes, Brazil. Sole selling agent 
Duchess Music Corp. (MCA) New York, N.Y. for all English speaking countries. All 
rights reserved. 
Used by permission. 


One Note Samba 


The following is a bass line for "One Note Samba" in the key of Bb. 
Note key changes in the bridge from Db to B. 


(Bb) Ш ых / 11 / bux / HI / bIIIx / Ц 7 biix / Vm ИУ / 
(Bb) IV / bVIIx / HI / БИК / IE к / I** // (Db) W/V 1 И 
(B I / ۷ / 1 // (Bb) ПФ V / 111 / БШх / Ij / Њих 7 III И 
(Bb) Шк / II / bHx / Vm / БУ / IV / bVIIx / МИМ / Их / 


(Bb) БИМ / I** # 


ONE NOTE SAMBA (SAMBA DE UMA NOTA 5О)--Мивіс by Antonio Carlos Jobim, 
original words bv Newton Mendonca 
© 1961, 1962 by Antonio Carlos Jobim and Mrs. N. Mendonca, Brazil. Sole selling 
а ies ues иѕіс Corp. (MCA) New York, N.Y. for all English speaking countries. 
fights rese : 
Used by permission. 


Just in Time 
The following is a bass line for "Just in Time" in Bb. 


I / IV / Vim / Hx / 111 / VIX /VI ^ Hx / I1 ИУ ИТАК / Im*57 
IVx / VIL / Hix / VI ЛУ / VI, / Уф IVm*? / HI / VI / Vlx?5 / 


Vo / Уф / IVm** / IH / bilix / Ix / I1 V / I* / 1*6 پر‎ 


JUST IN TIME- Dy Betty Camden Adolph Сеп, and Jule Styne 
y Comden, Ado seen, and Jule Styne, Stradord Music Corp. = 
Chappell ё Co., Inc, and C. Schirmer Inc. ! 996 oe ae 
International copyright secured. All rights reserved. 
Used by permission. 


Tune-Up 
The following is a figured bass for “Tune-Up” in D major. Note 
modulations, 
(D п/у” / [I / 1*8 /(C) П /V571/]15//(B) H/V 7 
(Bb) I / VI // (D) П / БИМ / bVIM/V / ШАУ рур سر‎ 
(С) II 7 VPS рит بر‎ (Bb) I1/V SS VI // (D) II / ми / 


(D 1/18 4% 


TUNE ЏР—ђу Miles Davis 
Courtesy of Prestige Music Co, Inc. 
Used by pennission. 


The Shadow of Your Smile 


The following is a bass line for “The Shadow of Your Smile” in the 
key of G. 


pick-up 
БУф / УШп / Uk / VI*" VI / Ix / [1 /۷۷ / 1 /IV/ Vii 7 Illx / 


VI??? VIS? / VI VL / Руф / Vilx / IVx / Шк bVó / УПт / IIx / 
VIF? VI / Ik / I1 / V?? Ivo / III 9 / VIx / II II ali IH / IVm БУНХ / 
ПІ Іф / VIx*? bIHx / Hx / Il V= / 1+6 / I6 И 


THE SHADOW OF YOUR SMILE—hy Joh Mandel 
Courtesy of R.C. Burkett, Howard дка Msc кала уак 
Used by permission. 
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№ аз Dream 
The following is a bass line for "Nica's Dream” in bb minor. The 
key series is as follows: 
Bars l- 6: bb minor 
Bars 7-19: Gb major 
Bars 13-22: bb minor 
Bars 23-28: Gb major 
Bars 29-32: bb minor 
Bars 33—46: Db major 
Bars 47—54: bb minor 
Bars 55-60: Cb major 
Bars 61—64: bb minor 


pick-up 


(bb) bIbD: // 1 / I*5 / bVIImL / БУШа / I 7 175 // (Cb) Н27 7 
(Gb) ES? / U / bllx / 1*5 / IVx // (bb) H БИХ / I*$/ 1:6 /] / 1*6 / 
(bb) bVIImL / ВУПа / I / I*5 // (Gb) ПЕ? / WF? / IE / bIlx / 
(Gb) 1** / IVx // (bb) II / biik / I*9 / 178 // (Db) ЦИ 0 / 
(Db) ШИ Î bVIIM / VIx®5S / IIx / H blix / Io / I VI/ آ(‎ / Ilo / 
(Db) Ш IÍ Î pVIIM / Vix25 / Tix / 11 Il, // (bb) Их / bix / 7 
(bb) bVIImL / bViIm** / 1 / ^® // (Gb) 11297 / II?" / II / bix / 


(Gb) I*9 / 1۷× // (Bb) II / БИх / 1*5 / I*5 # 


NICA'S DREAM by Horace Silver 
€ 1956 Ecaroh Musie, Enc. © 1975 Есағаһ Musie, Inc. 
Used Бу permission. 


Four 
The following is a figured bass for "Four" in Eb major. 
×ط‎ И 1 ПУ Silo IE / Im / Ix / I / 111 / IVm 4 


pickup 
БУПх / HI / BHI bVIx / II H, / Ма Hix / III / bIIE bVix 7 TE / ВИх 7 


I IL / 81Io IH / Im / IVx / II # IH / IVm / БУК / IH / 5111 bVIx / II I1, / 


Vilm HIx / III WH / H бих / 1٠5 / ре ۷ر‎ 


FOUR—by Miles Davis 
Courtesy of Prestige Musie Co., Inc. 
Used һу permission. 


Quiet Nights and Quict Stars 


The following is a bass line for “Quiet Nights and Quiet Stars” in 
the key of C. 


WwW / % А Би / X / Vm 153 / IV / IV / 1Vm / БУПх / IIIx?5 / 
VIx**5 / VI / IIx / 11 Ц, / УП БУХ / тыз РАМ ТЕ АХ 7 Ут / 
Ix / IV / IV Z IVm / БУПХР / 111 / VI / 11 / ۷۶۹ / ФУ БИХ / IT / 


bilx / 1 / 16 # 


QUIET NIGHTS OF QUIET STANS [CORCOVADO Original words and Music by 
Antonio Carlos сеа nglish words hy Cene Lees 
© 1962, 1964 by Antonio Carolos Jobim, Brazil. Sole selling agent Duchess Music 
Com. ACA) New York, N.Y. for all English speaking countries. All rights reserved. 
Used by permission. 


What Are You Doing the Rest of Your Life 


The following is a bass line for “What Are You Doing the Rest of 
Your Life” in (a) minor. The chord chart is scored in C major, although 
the fina] cadences occur in the relative minor. Note key changes. 


pick-up 


(C) bVIIx // VIF? VLS / VL, Буф / IV IV*5 / IV*5 IV, / 

(C) пе 0٢ ИН II, / VH / bVIIx / VIF? ҮІ, / Il U, / УҢ / 
(С) БУЦх / VI. VL" / VI, уф / IV IV*5 / IV*9 IV, / IE II, И 
(A) IE bilx По / II VI / تا‎ bIIx / 1. VI / 11 БИХ / I IV / 
(Gb) 11 МЫ / I 1*5 // (F) Ц бих / I I, VE УІ, И (C) VIF? V” / 
(С) УІ, Буф ТУ IV's / IV** IV, / пет II?" / II ОП, / VII / 
(C) х VI // (а) IV IV, / H БИХ / Im / IVx / IL / Би / 5 / 178 / 


WHAT ARE YOU DOING THE REST OF YOUR LIFE?—by Alan Bergman, 
M arilyn Ben an, and Michel 
мед в Music Co. Inc. All rights administered by CBS Songs, a 
Dion of CBS, Inc. АН rights reserved. 
Used by pennission. 
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Carolina Shout 
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AROLINA SHOUT—by James P. Johnson 
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